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Preface 


This book has grown out of our many years’ experience teaching 
both the introductory music course designed for non-specialist students 
and the music history course offered over several semesters in connec¬ 
tion with the major in music. We missed having a single book that 
would impart to our students the countless fascinating insights that 
come from reading original historical documents such as letters, mem¬ 
oirs, essays, and reports of all kinds—in short, the reactions of contem¬ 
poraries to the music we were studying in class. There was, of course, 
Strunk s Source Readings in Music History, but that excellent book was 
never meant for the level of studies we are speaking of here. As for the 
standard, expository textbooks, they did not (indeed could not) devote 
much space to original source material. 

And so we assembled this collection of documents. We assumed, for 
our modus operandi, no previous knowledge of music on the part of the 
student. This automatically ruled out readings dependent on a knowl¬ 
edge of musical notation and guided us when we came to write the 
paragraphs that introduce the readings. Another guiding principle was 
the assumption that our readers would not necessarily follow us from 
first page to last; wishing, on the contrary, to make the material as ac¬ 
cessible as possible and amenable to a variety of approaches, we wrote 
each introductory paragraph as if our prospective readers were going to 
land on it out of the blue, so that, in effect, each reading may be 
regarded as self-contained. But we have carried neither principle—as¬ 
sumption of no previous knowledge, independence of each selec¬ 
tion—to extremes’, since that would have involved compulsively defin¬ 
ing and identifying every single thing and person, however insignifi¬ 
cant. Instead we have resorted to frequent cross references; if oc¬ 
casionally we have allowed certain terms or names to pass without ex¬ 
planation, it is because we did not feel they were of central concern. A 
glossary at the end of the book brings together the more obscure tech¬ 
nical terms occurring in the body of the text. 

The source of each selection has been fully noted, either at the foot 
of that selection or, when more practical, after the group of which it 
forms a part. Because of the variety of sources and the diversity of au¬ 
thors, the pieces collected here show, naturally, variety and diversity of 
writing and editorial styles. Beyond basic typography, no attempt has 
been made to impose any artificial consistency of style on this collec¬ 
tion. Many of the texts have been abridged, and we are sure that, given 
the purpose of our book, this requires no apology. Some may question 
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our decision to dispense with the customary points of omission. But 
scholars, we reasoned, could always go back to the originals with the 
aid of our very precise references; the readers for whom our work is 
primarily intended would only have found a profusion of little dots a 
hindrance to their concentration. In all other respects, we have striven 
for the greatest accuracy; where existing translations proved unsatisfac¬ 
tory we amended them or produced new ones ourselves (identifiable 
by our initials at the end of the source reference). 

We have used the book, in its typescript form, and are pleased with 
its effect. In the introductory course it has helped to humanize our sub¬ 
ject. Students inclined to turn a deaf ear to “classical” music because of 
its remoteness (because they view it as old, artificial, and an upper- 
class symbol) bave unbended upon reading of the very human circum¬ 
stances that gave it birth, of the passions it has elicited, the needs it has 
filled. Tout comprendre c’est tout pardonner has worked in our favor: 
prejudices have crumbled, leaving a path open to new musical impres¬ 
sions. In that sense ours has been a textbook of an unorthodox kind, for 
it has lent depth to the experience of music in our classroom without 
addressing its technicalities. The latter we have administered in per¬ 
son; other teachers, no doubt, may prefer to avail themselves of the ex¬ 
isting textbooks for that purpose. 

In the history courses offered for the major in music, our typescript 
was only one of several teaching tools. We expect students at this level 
to spend as much time with scores as with books, and as much time 
with the standard history texts as with these sources. But exposure to 
the latter has proved an invaluable and enlivening factor in their experi¬ 
ence of the music and thus an essential element in their education. The 
range of our book, both chronological and topical, closely matches that 
of most history sequences, so that it makes an effective ancillary text 
through several semesters of work. 

Non-matriculated students, finally—and by this we mean music lovers 
at large, unconfined by classrooms and teachers—are more than wel¬ 
come to sample our book. We think they will enjoy it. We have done 
our best not to give it the grim look of a college text, preferring, on this 
occasion, a touch of Yeats’s Tom O’Roughley, who held that “wisdom is 
a butterfly / And not a gloomy bird of prey.” 
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The Heritage of Antiquity 


1 

Orpheus and the Magical Powers of Music 


Very few specimens of music have survived from Greek and Roman times, not 
nearly enough to give us an accurate idea of how their music actually sounded. 
By contrast, we know a great deal concerning classical theory and, even more im¬ 
portant, classical aesthetics of music. In these fields, the Greek contribution to 
later Western attitudes is fundamental. To the Greeks, music possessed ethos; 
that is, the power to influence its hearers’ emotions and behavior, indeed their 
morals. This magical power (recognized, by the way, by all of the world’s cul¬ 
tures, in countless legends) is nowhere so dramatically illustrated as in the an¬ 
cient, celebrated myth of Orpheus, given here in the version of the Roman poet 
Ovid. The son of a Muse by a Thracian prince, Orpheus acquired such skill at 
singing and playing the lyre that nothing animate or inanimate could resist his 
music. An early instance of his powers occurred when, as one of the Argonauts 
bringing home the Golden Fleece, he saved himself and his fellow mariners 
from drowning by singing more persuasively than the seductive Sirens. His 
death was tragic: he was torn to bits by the jealous women of Thrace, who were 
driven to frenzy by the power of his song and enraged by his lack of attention to 
them. For all his thoughts remained with his twice-dead wife Eurydice, of whom 
we read in the selection that follows. 

Hymen, clad in his saffron robes, was summoned by Orpheus [to his 
wedding], and made his way across the vast reaches of the sky to the 
shores of the Cicones. But Orpheus’ invitation to the god to attend his 
marriage was of no avail, for though he was certainly present, he did not 
bring good luck. His expression was gloomy, and he did not sing his ac- 

1 
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customed refrain. Even the torch he carried sputtered and smoked, 
bringing tears to the eyes, and no amount of tossing could make it burn. 
The outcome was even worse than the omens foretold: for while the new 
bride was wandering in the meadows, with her band of water nymphs, a 
serpent bit her ankle, and she sank lifeless to the ground. The Thracian 
poet mourned her loss; when he had wept for her to the full in the upper 
world, he made so bold as to descend through the gate of Taenarus to the 
Styx, to try to rouse the sympathy of the shades as well. There he passed 
among the thin ghosts, the wraiths of the dead, till he reached Per¬ 
sephone and her lord, who hold sway over these dismal regions, the king 
of the shades. Then, accompanying his words with the music of his lyre, 
he said: 

“Deities of this lower world, to which all we of mortal birth de¬ 
scend, iff have your permission to dispense with rambling insincerities 
and speak the simple truth, I did not come here to see the dim haunts 
of Tartarus, nor yet to chain Medusa’s monstrous dog, with its three 
heads and snaky ruff. I came because of my wife, cut off before she 
reached her prime when she trod on a serpent and it poured its poison 
into her veins. I wished to be strong enough to endure my grief, and I 
will not deny that I tried to do so: but Love was too much for me. He is 
a god well-known in the world above; whether he may be so here, too, 
I do not know, but I imagine that he is familiar to you also. I beg you, 
by these awful regions, by this boundless chaos, and by the silence of 
your vast realms, weave again Eurydice’s destiny, brought too swiftly to 
a close. We mortals and all that is ours are fated to fall to you, and after 
a little time, sooner or later, we hasten to this one abode. We are all on 
our way here, this is our final home, and yours the most lasting sway 
over the human race. My wife, like the rest, when she has completed 
her proper span of years will, in the fullness of time, come within your 
power. I ask as a gift from you only the enjoyment of her; but if the 
fates refuse her a reprieve, I have made up my mind that I do not wish 
to return either. You may exult in my death as well as hers!” 

As he sang these words to the music of his lyre, the bloodless ghosts 
were in tears. Tantalus made no effort to reach the waters that ever 
shrank away, Ixion’s wheel stood still in wonder, the vultures ceased to 
gnaw Tityus’ liver, the daughters of Danaus rested from their pitchers, 
and Sisyphus sat idle on his rock. Then for the first time, they say, the 
cheeks of the Furies were wet with tears, for they were overcome by his 
singing. The king and queen of the underworld could not bear to refuse 
his pleas. They called Eurydice. She was among the ghosts who had but 
newly come, and walked slowly because of her injury. Thracian Orpheus 
received her, but on condition that he must not look back until he had 
emerged from the valleys of Avernus or else the gift he had been given 
would be taken from him. 

Up the sloping path, through the mute silence they made their way. 
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up the steep dark track, wrapped in impenetrable gloom, till they had al¬ 
most reached the surface of the earth. Here, anxious in case his wife’s 
strength be failing and eager to see her, the lover looked behind him, 
and straightway Eurydice slipped back into the depths. Orpheus 
stretched out his arms, straining to clasp her and be clasped; but the hap¬ 
less man touched nothing but yielding air. Eurydice, dying now a sec¬ 
ond time, uttered no complaint against her husband. What was there to 
complain of, but that she had been loved? With a last farewell which 
scarcely reached his ears, she fell back again into the same place from 
which she had come. 

Ovid, Metamorphoses, trans. Mary M. Innes (Harmondsworth: Penguin Classics, 1955), 
225-26. Copyright © Mary M. Innes, 1955. Reprinted by permission of Penguin 
Books Ltd. 


2 

Pythagoras and the Numerical 
Properties of Music 


The mystic philosopher Pythagoras (sixth century B.C.) and his disciples are 
credited with the discovery of the numerical relationships governing the basic 
intervals of music—the octave, the fifth, the fourth, the second. Numbers formed 
the basis of the Pythagorean universe, and it is here that the notion of a ‘‘harmony 
of the spheres” was born, an inaudible harmony founded on the basic musical 
proportions. Hence the early intimate association between astronomy and music, 
later codified by Plato and his followers as related fields of higher learning. 
Pythagoras himself remains a shadowy, quasi-legendary figure, about whom 
many remarkable stories were told. Here is one of the most famous, as related by 
a neo-Pythagorean of the second century A.D.: it accounts for the invention of the 
monochord (here called chordotonos), the one-stringed instrument upon which 
the Pythagoreans and all later acoustical scientists, up through the Middle Ages, 
conducted their experiments. (Incidentally, the numerical proportions men¬ 
tioned in the story are applicable only with regard to the length of strings—not 
their tension—and certainly not to the weight of hammers! This is further proof, 
if any were needed, that the ancient legend is a fabrication.) 

Pythagoras being in an intense thought whether he might invent any 
instrumental help to the ear, solid and infallible, such as the sight hath 
by a compass and rule, as he passed by a smith’s shop by a happy chance 
he heard the iron hammers striking on the anvil, and rendering sounds 
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Pythafioras, Inventor of Music. In this illustration from a thirteenth-century 
manuscript containing the famous treatise De musica by John of Cotton the 
legend of Pythagoras and the hlacksmith is depicted in the upper panel. The 
inscriptions read, “Per fahricam ferri mirum dens imprimit” (By means of a 
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most consonant to one another in all combinations except one. He ob¬ 
served in them these three concords: the octave, the fifth and the fourth; 
but that which was between the fourth and the fifth he found to be a dis¬ 
cord in itself, though otherwise useful for the making up of the greater of 
them, the fifth. Apprehending this came to him from God, as a most 
happy thing, he hastened into the shop, and by various trials finding the 
difference of the sounds to be according to the weight of the hammers, 
and not according to the force of those who struck, nor according to the 
fashion of the hammers, nor according to the turning of the iron which 
was in beating out: having taken exactly the weight of the hammers, he 
went straightway home, and to one beam fastened to the walls, cross 
from one corner of the room to the other, tying four strings of the same 
substance, length, and twist, upon each of them he hung a several 
weight, fastening it at the lower end, and making the length of the strings 
altogether equal; then striking the strings by two at a time interchange¬ 
ably, he found out the aforesaid concords, each in its own combination; 
for that which was stretched by the greatest weight, in respect of that 
which was stretched by the least weight, he found to sound an octave. 
The greatest weight was of twelve pounds, the least of six; thence he de¬ 
termined that the octave did consist in double proportion, which the 
weights themselves did show. Next he found that the greatest to the least 
but one, which was of eight pounds, sounded a fifth; whence he inferred 
this to consist in the proportion 3:2, in which proportion the weights 
were to one another; but unto that which was less than itself in weight, 
yet greater than the rest, being of nine pounds, he found it to sound a 
fourth; and discovered that, proportionably to the weights, this concord 
was 4:3; which string of nine pounds is naturally 3:2 to the least; for nine 
to six is so, viz., 3:2, as the least but one, which is eight, was to that which 
had the weight six, in proportion 4:3; and twelve to eight is 3:2; and that 
which is in the middle, between a fifth and a fourth, whereby a fifth 
exceeds a fourth, is confirmed to be in 9:8 proportion. The system of both 
was called Diapason, or octave, that is both the fifth and the fourth 


smithy God has imparted a wonder) and “Is Pythagoras ut diversornm/per pon- 
dera malleoriim/perpendebat secum quae sit eoncordia vocnm” (It was this 
Pythagoras who, by the weights of the various hammers, worked out the con¬ 
sonances for himself). Down below, the monochord, a more “modern” device 
for tone measurement (see p. 51), is shown, along with a harp (laterally strung 
like a lyre), which represents music’s power of “ethos” (see the readings on 
Oipheus and David). A vielle, or medieval fiddle, is also included in the 
design. This was the most widespread and versatile practical instrument in late 
medieval music (see Johannes de Grocheo, p. 65 below). Munich, Batjerische 
Staatshihliothek, CIm.2599,fol 96b 
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joined together, as duple proportion is compounded of 3:2 and 4:3, or on 
the contrary, of 4:3 by 3:2. 

Applying both his hand and ear to the weights which he had hung on, 
and by them confirming the proportion of the relations, he ingeniously 
transferred the common result of the strings upon the crossbeam to the 
bridge of an instrument, which he called Chordotonos; and for stretch¬ 
ing them proportion ably to the weights, he invented pegs, by the turning 
whereof he distended or relaxed them at pleasure. Making use of this 
foundation as an infallible rule, he extended the experiment to many 
kinds of instruments, as well pipes and flutes as those which have 
strings; and he found that this conclusion made by numbers was con¬ 
sonant without variation in all. 


John Hawkins, A General History of the Science and Practice of Music (London, 1776; 
reprint of 2nd ed.. New York: Dover Publications, Inc., 1963), I, 9—10 (from Nicomachus, 
Enchiridion harrnonices, trans. Thomas Stanley [1701]). 


3 

Plato's Musical Idealism 


Its ethos made music a powerful force for good or for evil in the view of Greek 
thinkers. Plato, the most influential of them, dealt with the subject repeatedly. 
He looked down on the use of music for mere pleasure. 

Second-rate and commonplace people, being too uneducated to enter¬ 
tain themselves as they drink by using their own voices and conversa¬ 
tional resources, put up the price of female musicians, paying well for 
the hire of an extraneous voice—that of the pipe—and find their enter¬ 
tainment in its warblings. But where the drinkers are men of worth and 
culture, you will find no girls piping or dancing or harping. They are 
quite capable of enjoying their own company without such frivolous 
nonsense, using their own voices in sober discussion and each taking his 
turn to speak or listen—even if the drinking is really heavy. 

Protagoras 347t—d. 

Plato’s nostalgia for an idealized Golden Age of Greece profoundly colored his 
thinking on music. When virtue and simplicity of customs ruled, music had seen 
better days. This ideal, probably strengthened by Plato’s admiration for the sup¬ 
posed virtues of the disciplined, self-denying Spartans (as against the vices of the 
pleasure-seeking Athenians), leads him to set down pronouncements that will 
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find echoes whenever, in time to come, men will seek to control or reform music. 
For to Plato, and like-minded thinkers (including such non-Westerners as Con¬ 
fucius), musical license is but a step away from social chaos. 

Our music was formerly divided into several kinds and patterns. One 
kind of song, which went by the name of a hymn, consisted of prayers to 
the gods; there was a second and contrasting kind which might well have 
been called a lament; paeans were a third kind, and there was a fourth, 
the dithyraml), as it was called, dealing, if I am not mistaken, with the 
birth of Dionysus. Now these and other types were definitely fixed, and 
it was not permissible to misuse one kind of melody for another. The 
competence to take cognizance of these rules, to pass verdicts in accord 
with them, and, in case of need, to penalize their infraction was not left, 
as it is today, to the catcalls and discordant outcries of the crowd, nor yet 
to the clapping of applauders; the educated made it their rule to hear the 
performances through in silence, and for the boys, their attendants, and 
the rabble at large, there was the discipline of the official’s rod to enforce 
order. Thus the bulk of the populace was content to submit to this strict 
control in such matters without venturing to pronounce judgment by its 
clamors. 

Afterward, in course of time, an unmusical license set in with the ap¬ 
pearance of poets who were men of native genius, but ignorant of what is 
right and legitimate in the realm of the Muses. Possessed by a frantic and 
unhallowed lust for pleasure, they contaminated laments with hymns 
and paeans with dithyrambs, actually imitated the strains of the flute on 
the harp, and created a universal confusion of forms. Thus their folly led 
them unintentionally to slander their profession by the assumption that 
in music there is no such thing as a right and a wrong, the right standard 
of judgment being the pleasure given to the hearer, be he high or low. 
By compositions of such a kind and discourse to the same effect, they 
naturally inspired the multitude with contempt of musical law, and a 
conceit of their own competence as judges. Thus our once silent audi¬ 
ences have found a voice, in the persuasion that they understand what is 
good and bad in art; the old “sovereignty of the be.st” in that sphere has 
given way to an evil “sovereignty of the audience.” If the consequence 
had been even a democracy, no great harm would have been done, so 
long as the democracy was confined to art, and composed of free men. 
But, as things are with us, music has given occasion to a general conceit 
of universal knowledge and contempt for law, and liberty has followed 
in their train. Fear was cast out by confidence in supposed knowledge, 
and the loss of it gave birth to impudence. For to be unconcerned for the 
judgment of one’s betters in the assurance which comes of a reckless 
excess of liberty is nothing in the world but reprehensible impudence. 

So the next stage of the journey toward liberty will be refusal to sub¬ 
mit to the magistrates, and on this will follow emancipation from the au¬ 
thority and correction of parents and elders; then, as the goal of the race 
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is approached, comes the effort to escape obedience to the law, and, 
when that goal is all but reached, contempt for oaths, for the plighted 
word, and all religion. The spectacle of the Titanic nature of which our 
old legends speak is re-enacted; man returns to the old condition of a 
hell of unending misery. 

Laws 700a-701c. 

It is this horror of disorder that underlies the celebrated passages concerning 
music in the Republic. Here, as elsewhere, Plato’s use of the word music is more 
comprehensive than ours. It includes lyric poetry and also, sometimes, the gen¬ 
eral education of the intellect as against gymnastics, the education of the body. 
In the ideal city-state, says Plato, 

The overseers must be watchful against its insensible corruption. They 
must throughout be watchful against innovations in music and gymnas¬ 
tics counter to the established order, and to the best of their power guard 
against them, fearing when anyone says that that song is most regarded 
among men ‘‘which hovers newest on the singer’s lips” [Odyssetj i. 351], 
lest it be supposed that the poet means not new songs but a new way of 
song and is commending this. But we must not praise that sort of thing 
nor conceive it to be the poet’s meaning. For a change to a new type of 
music is something to beware of as a hazard of all our fortunes. For the 
modes of music are never disturbed without unsettling of the most fun¬ 
damental political and social conventions. 

Republic 424b-c. 

A discussion of the Greek modes, or '‘harmonies,” would be too far-reaching for 
our purposes. Suffice it to say that the Greeks had very definite opinions as to the 
effect of their various modes, which they called by traditional, originally tribal, 
names. Here, from Book iii of the Republic, is part of the famous dialogue be¬ 
tween Socrates (as Plato’s mouthpiece) and Glaucon concerning the banishment 
of most of the modes from the ideal city-state. (That the Dorian survived is no 
surprise, since the Greeks associated the name Dorian with Sparta, the “brave” 
city-state Plato so admired.) In later passages, most instruments get banished as 
well. Note the stress Plato places on “imitation.” All art, according to him, is 
imitation of objects perceptible by the senses. And in Book x of the Republic 
he reminds us that all perceptible objects are themselves imitations of eternal 
originals, so that art consists of nothing more than an imitation of an imitation. 

We said we did not require dirges and lamentations in words. 

We do not. 

What, then, are the dirgelike modes of music? Tell me, for you are a 
musician. 
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The mixed Lydian, he said, and the tense or higher Lydian, and simi¬ 
lar modes. 

These, then, said I, we must do away with. But again, drunkenness is 
a thing most unbefitting guardians, and so is softness and sloth. 

Yes. 

What, then, are the soft and convivial modes? 

There are certain Ionian and also Lydian modes that are called htx. 

Will you make any use of them for warriors? 

None at all, he said, but it would seem that you have left the Dorian 
and the Phrygian. 

I don’t know the musical modes, I said, but leave us that mode that 
would fittingly imitate the utterances and the accents of a brave man who 
is engaged in warfare or in any enforced business, and who, when he has 
failed, either meeting wounds or death or having fallen into some other 
mishap, in all these conditions confronts fortune with steadfast endur¬ 
ance and repels her strokes. And another for such a man engaged in 
works of peace, not enforced but voluntary, either trying to persuade 
somebody of something and imploring him—whether it be a god, 
through prayer, or a man, by teaching and admonition—or contrariwise 
yielding himself to another who is petitioning him or teaching him or 
trying to change his opinions, and in consequence faring according to his 
wish, and not bearing himself arrogantly, but in all this acting modestly 
and moderately and acquiescing in the outcome. Leave us these two 
modes—the enforced and the voluntary—that will best imitate the utter¬ 
ances of men failing or succeeding, the temperate, the brave—leave us 
these. 

Well, said he, you are asking me to leave none other than those I just 
spoke of. 

Republic 398d—399c. 

The distinction between perceptible “objects” and immntable “forms”—so cen¬ 
tral to Platonic thinking—lies behind the whole doctrine of ethos. Plato is less 
interested in the audible than in the inaudible—the harmony of the inner man, 
which, in turn, is a reflection of the harmony of the universe. These ideas are ex¬ 
pounded at length in Timaeus, the only Platonic dialogue known to the Middle 
Ages (thanks to a Latin translation by Cicero) and a powerful influence on all me¬ 
dieval musical thought. 

The sight in my opinion is the source of the greatest benefit to us, for had 
we never seen the stars and the sun and the heaven, none of the words 
which we have spoken about the universe would ever have been ut¬ 
tered. But now the sight of day and night, and the months and the revolu¬ 
tions of the years have created number and have given us a conception of 
time, and the power of inquiring about the nature of the universe. And 
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from this source we have derived philosophy, than which no greater 
good ever was or will be given by the gods to mortal man. This is the 
greatest boon of sight, and of the lesser benefits why should I speak? 
Even the ordinary man if he were deprived of them would bewail his 
loss, but in vain. This much let me say however. God invented and gave 
us sight to the end that we might behold the courses of intelligence in 
the heaven, and apply them to the courses of our own intelligence which 
are akin to them, the unperturbed to the perturbed, and that we, learning 
them and partaking of the natural truth of reason, might imitate the abso¬ 
lutely unerring courses of God and regulate our own vagaries. The same 
may be affirmed of speech and hearing. They have been given by the 
gods to the same end and for a like reason. For this is the principal end of 
speeeh, whereto it most contributes. Moreover, so much of music as is 
adapted to the sound of the voice and to the sense of hearing is granted to 
us for the sake of harmony. And harmony, which has motions akin to the 
revolutions of our souls, is not regarded by the intelligent votary of the 
Muses as given by them with a view to irrational pleasure, which is 
deemed to be the purpose of it in our day, but as meant to correct any dis¬ 
cord which may have arisen in the courses of the soul, and to be our ally 
in bringing her into harmony and agreement with herself, and rhythm 
too was given by them for the same reason, on account of the irregular 
and graceless ways which prevail among mankind generally, and to help 
us against them. 

Timaeus 47a-e. 

Edith Hamilton and Huntington Cairns (eds.), The Collected Dialogues of Plato Including 
the Letters (New York: Pantheon Books, 1961), 340, 1294-95, 665-66, 643-44, 1174-75. 


4 

Aristotle On the Purposes of Music 


As in most things, so on the subject of music, Aristotle’s ideas are more down to 
earth than Plato’s. For him, music is useful not only in education and in ritual, 
but also as entertainment and relaxation, so long as its use does not become ex¬ 
cessive and distracting. Besides the ethical benefits music can impart, Aristotle 
recognizes a purely aesthetic pleasure (he calls it “enthusiasm”) foreign to Plato’s 
scale of values. However, he cautions against too professional an attitude, which 
can only compromise the “free man’s” status. 

Our chief inquiry now is whether or not music is to be put into educa¬ 
tion and what music can do. Is it an education or an amusement or a pas- 
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time? It is reasonable to reply that it is directed towards and participates 
in all three. Amusement is for the purpose of relaxation and relaxation 
must necessarily be pleasant, since it is a kind of cure for the ills we suf¬ 
fer in working hard. As to the pastimes of a cultivated life, there must, as 
is universally agreed, be present an element of pleasure as well as of no¬ 
bility, for the happiness which belongs to that life consists of both of 
these. We all agree that music is among the most delightful and pleasant 
things, whether instrumental or accompanied by singing, so that one 
might from that fact alone infer that the young should be taught it. For 
things that are pleasant and harmless belong rightly not only to the end 
in view but also to relaxation by the way. But since it rarely happens that 
men attain and keep their goal, and they frequently rest and amuse 
themselves with no other thought than the pleasure of it, there is surely a 
useful purpose in the pleasure derived from music, and the young must 
be educated in and by it. And the teaching of music is particularly apt for 
the young; for they because of their youth do not willingly tolerate any¬ 
thing that is not made pleasant for them, and music is one of those things 
that are by nature made to give pleasure. Moreover there is a certain af¬ 
finity between us and music’s harmonies and rhythms; so that many ex¬ 
perts say that the soul is a harmony, others that it has harmony. 

We must now return to the question raised earlier—must they learn 
to sing themselves and play instruments with their own hands? Clearly 
actual participation in performing is going to make a big difference to the 
quality of the person that will be produced; it is impossible, or at any rate 
very difficult, to produce good judges of musical performance from 
among those who have never themselves performed. And all that we 
have been saying makes it clear that musical education must include ac¬ 
tual performing; and it is not difficult to decide what is appropriate and 
what is not for different ages, or to find an answer to those who assert that 
learning to perform is vulgar and degrading. Since, as we have seen, ac¬ 
tual performance is needed to make a good critic, they should while 
young do much playing and singing, and then, when they are older, give 
up performing; they will then, thanks to what they have learned in their 
youth, be able to enjoy music aright and give good judgments. What is 
needed is that the pupil shall not struggle to acquire the degree of skill 
that is needed for professional competitions, or to master those peculiar 
and sensational pieces of music which have begun to penetrate the com¬ 
petitions and have even affected education. Musical exercises, even if not 
of this kind, should be pursued only up to the point at which the pupil 
becomes capable of appreciating good melodies and rhythms, and not 
just the popular music such as appeals to slaves, children, and even some 
animals. 

We reject then as education a training in material performance which 
is professional and competitive. He that takes part in such performances 
does not do so in order to improve his own character, but to give pleasure 
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to listeners, and vulgar pleasure at that. We do not therefore regard it as a 
proper occupation for a gentleman; it is rather that of a paid employee. 
Inevitably the consequences are degrading, since the end towards 
which it is directed—popular amusement—is a low one. The listener is 
a common person and influences music accordingly; he has an effect on 
professionals who perform for him; the music which he expects of them, 
and the motions which they have to make to produce it, affect detrimen¬ 
tally their bodies and their minds. 

We say then, in summary, that music ought to be used not as confer¬ 
ring one benefit only but many; for example, for education and cathartic 
purposes, as an intellectual pastime, as relaxation, and for relief after ten¬ 
sion. While then we must make use of all the harmonies, we are not to 
use them all in the same manner, but for education use those which 
improve the character, for listening to others perfonning use both the ac¬ 
tivating and the emotion-striving or enthusiastic. Any feeling which 
comes strongly to some, exists in all others to a greater or less degree: 
pity and fear, for example, but also this “enthusiasm.” This is a kind of 
excitement which affects some people very strongly. It may arise out of 
religious music, and it is noticeable that when they have been listening 
to melodies that have an orgiastic effect they are, as it were, set on their 
feet, as if they had undergone a curative and purifying treatment. And 
those who feel pity or fear or other emotions must be affected in just the 
same way to the extent that the emotion comes upon each. To them all 
comes a pleasant feeling of purgation and relief. In the same way cathar¬ 
tic music brings men an elation which is not at all harmful. 

Aristotle, The Politics, trans. T. A. Sinclair, revised and re-presented by Trevor J. Saunders 
(Harmondsworth: Penguin Classics, revised ed. 1981), 307-16. The 1962 translation 
copyright © the Estate of T. A. Sinclair, 1962. Revised translation copyright © Trevor J. 
Saunders, 1981. Reprinted by permission of Penguin Books Ltd. 


5 

The Kinship of Music and Rhetoric 


The Institutio oratoria, a twelve-volume course in rhetoric by Quintilian 
(Marcus Fabius Quintilianus, first century A.D.), became a cornerstone of late- 
classical educational curricula. Defending the inclusion of music in the training 
of an orator, the Roman author cites its power to move and argues that the orator 
should learn to imitate its inflections. The “musicalization” of speech he ad¬ 
vocates in the service of rhetoric was a powerful precedent for the musical 
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huinnnists ot the late Renaissance, who sought to recapture the ethical powers of 
music by a return to the alliance ot music and rhetoric described here. 
Quintilian’s illustrative anecdotes are of the greatest interest: they turn up again 
and again in classical writings and were dutifully copied by the humanists. See, 
for example, the story of the nonmusician’s after-dinner embarrassment in the ex¬ 
tract from Morley on p. 157, and the updating ol the story of Pythagoras and the 
aulos player by proponents of mnsique mesttree a Vantique (p. 165). It is inter¬ 
esting to observe how Pythagoras, popularly supposed to have been the “inven¬ 
tor of music, is elevated to quasi-Orphic status in these variations on an ancient 
theme. 

Aristophanes shows in more than one of his plays that boys were 
trained in music from remote antiquity, while in the Ilypoholiniaens of 
Menander an old man, when a father claims his son from him, gives an 
account of all expenses incurred on behalf of the boy’s education and 
states that he has paid out large sums to musicians and geometricians. 
From the importance thus given to music also originated the custom of 
taking a lyre round the company after dinner, and when on such an oc¬ 
casion Themistocles confessed that he could not play, his education was 
(to quote from Cicero’s Tusculanae disputationes) “regarded as imper¬ 
fect.’’ Even at the banquets of our own forefathers it was the custom to 
introduce the pipe and lyre, and even the hymn of the Salii has its tune. 
These practices were instituted by King Numaand clearly prove that not 
even those whom we regard as rude warriors neglected the study of 
music, at least in so far as the resources of that age allowed. Finally there 
was actually a proverb among the Greeks, that the uneducated were far 
from the company of the Muses and Graces. But let us discuss the advan¬ 
tages which our future orator may reasonably expect to derive from the 
study of Music. 

Aristoxenus [fourth century B.C. philosopher whose Elements of Har¬ 
mony is the most important ancient treatise on Greek music] divides 
music, in so far as it concerns the voice, into rhythm and melody, the one 
consisting in measure, the latter in sound and song. Now I ask you 
whether it is not absolutely necessary for the orator to be acquainted 
with all these methods of expression which are concerned firstly with 
gesture, secondly with the arrangement of words, and thirdly with the 
inflections of the voice, of which a great variety are required in pleading. 
Otherwise we must assume that structure and the euphonious combina¬ 
tion of sounds are necessary only for poetry, lyric and otherwise, but su¬ 
perfluous in pleading, or that unlike music, oratory has no interest in the 
variation of arrangement and sound to suit the demands of the case, But 
eloquence does vary both tone and rhythm, expressing sublime thoughts 
with elevation, pleasing thoughts with sweetness, and ordinary with 
gentle utterance, and in every expression of its art is in sympathy with 
the emotions of which it is the mouthpiece. It is by the raising, lowering. 
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or inflection of the voice that the orator stirs the emotions of his hearers, 
and the measure, if I may repeat the term, of his voice or phrase differs 
according as we wish to rouse the indignation or the pity of the judge. 
For, as we know, different emotions are roused even by the various 
musical instruments, which are incapable of reproducing speech. Fur¬ 
ther, the motion of the body must be suitable and becoming, or as the 
Greeks call it eurhtjthrnic, and this can only be secured by the study of 
music. 

To proceed, an orator will assuredly pay special attention to his voice, 
and what is so specially the concern of music as this? Here I will content 
myself by citing the example of Gains Gracchus, the leading orator of his 
age, who during his speeches had a musician standing behind him with a 
pitchpipe, or tonarion as the Greeks call it, whose duty it was to give him 
the tones in which his voice was to be pitched. Such was the attention 
which he paid to this point even in the midst of his most turbulent 
speeches, when he was terrifying the patrician party and even when he 
had begun to fear their power. I should like for the benefit of the unin¬ 
structed, those “creatures of the heavier Muse,” as the saying is, to 
remove all doubts as to the value of music. They will at any rate admit 
that the poets should be read by our future orator. But can they be read 
without some knowledge of music? Or if any of my critics be so blind as 
to have some doubts about other forms of poetry, can the lyric poets at any 
rate be read without such knowledge? If there were anything novel in 
my insistence on the study of music, I should have to treat the matter at 
greater length. But in view of the fact that the study of music has, from 
those remote times when Chiron taught Achilles down to our own day, 
continued to be studied by all exeept those who have a hatred for any 
regular course of study, it would be a mistake to seem to cast any doubt 
upon its value by showing an excessive zeal in its defense. It will, how¬ 
ever, I think be sufficiently clear from the examples I have already 
quoted, what I regard as the value and the sphere of music in the training 
of an orator. 

Give me the knowledge of the principles of music, which have the 
power to excite or assuage the emotions of mankind. We are told that 
Pythagoras on one occasion, when some young men were led astray by 
their passions to commit an outrage on a respectable family, calmed 
them by ordering the piper to change her strain to a spondaic measure, 
while [the Stoic philosopher] Chrysippus selects a special tune to be 
used by nurses to entice their little charges to sleep. Further I may point 
out that among the fictitious themes employed in declamation is one, 
doing no little credit to its author’s learning, in which it is supposed that 
a piper is accused of manslaughter because he had played a tune in the 
Phrygian mode as an accompaniment to a sacrifice, with the result that 
the person officiating went mad and flung himself over a precipice. If an 
orator is expected to declaim on such a theme as this, which cannot pos¬ 
sibly be handled without some knowledge of music, how can my critics 
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for all their prejudice fail to agree that music is a necessary element in 
the education of an orator? 

Marcus Fabius Quintilianus, Institutio oratories trans. H. E. Butler (Cambridge, Mass.: 
Harvard University Press, 1922), 169-77. Reprinted by permission of the publishers and 
the Loeb Classical Library. 


6 

Music in Temple and Synagogue: 
The Judaic Heritage 


Psalmody (the singing of psalms) is surely the oldest continuous musical tradi¬ 
tion in Western civilization. Three phases may be distinguished in its history: 
the period of temple worship in Jerusalem, the overlapping period of synagogue 
worship, and the further overlapping period of Christianity. The nature of psalm¬ 
ody in the temple of Jerusalem may easily be inferred from the texts of a 
number of the psalms themselves: 

Make ajoyful noise unto the Lord, all the earth; make a loud noise, and 
rejoice, and sing praise. 

Sing unto the Lord with the harp; with the harp, and the voice of a 
psalm. 

With trumpets and sound of cornet, make a joyful noise before the 
Lord, the King. 

Ps. 98:4-6. 


Praise ye the Lord. Praise God in his sanctuary: praise him in the fir¬ 
mament of his power. 

Praise him for his mighty acts: praise him according to his excellent 
greatness. 

Praise him with the sound of the trumpet: praise him with the psal¬ 
tery and harp. 

Praise him with the timbrel and dance: praise him with stringed in¬ 
struments and organs. 

Praise him upon the loud cymbals: praise him upon the high sound¬ 
ing cymbals. 

Let every thing that hath breath praise the Lord. Praise ye the Lord. 
Ps. 150. 

The clangorous noise of instruments (fancifully translated, and it is just as well, 
since so little is known precisely about Biblical instruments) accompanying the 
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songs of praise reminds the modern reader of no Western form of divine service, 
but rather of some splendid Eastern ritual, as does the following glimpse of 
David dancing before the ark of God: 

And David and all the house of Israel played before the Lord on all 
manner of instruments made of fir wood, even on harps, and on psal¬ 
teries, and on timbrels, and on cornets, and on cymbals. And David 
danced before the Lord with all his might; and David was girded with a 
linen garment. So David and all the house of Israel brought up the ark of 
the Lord with shouting, and with the sound of the trumpet. And as the 
ark of the Lord came into the city of David, Michal (Saul’s daughter) 
looked through a window, and saw king David leaping and dancing 
before the Lord; and she despised him in her heart. 

And Michal the daughter of Saul came out to meet David and said, 
“How glorious was the king of Israel today, who uncovered himself 
today in the eyes of the handmaids of his servants, as one of the vain 
fellows uncovereth himself!” 

And David said unto Michal, “It was before the Lord, which chose 
me before thy father, and before all his house, to appoint me ruler over 
the people of the Lord, over Israel: therefore will I play before the 
Lord.” 

II Sam. 6:5-21. 

David, the singer of psalms and hero of the Old Testament, is also the Biblical 
Orpheus. 

But the Spirit of the Lord departed from Saul, and an evil spirit from 
the Lord troubled him. And Saul’s servants said unto him, “Behold now, 
an evil spirit from God troubleth thee. Let our lord now command thy 
servants, which are before thee, to seek out a man, who is a cunning 
player on a harp: and it shall come to pass, when the evil spirit from God 
is upon thee, that he shall play with his hand, and thou shalt be well.” 

And Saul said unto his servants, “Provide me now a man that can play 
well, and bring him to me.” 

Then answered one of the servants, and said, “Behold, I have seen a 
son of Jesse the Bethlehemite, that is cunning in playing, and a mighty 
valiant man, and a man of war, and prudent in matters, and a comely per¬ 
son, and the Lord is with him.” 

Wherefore Saul sent messengers unto Jesse, and said, “Send me 
David thy son, which is with the sheep.” 

And it came to pass, when the evil spirit from God was upon Saul, 
that David took a harp, and played with his hand: so Saul was refreshed, 
and was well, and the evil spirit departed from him. 

I Sam. 16:14-19, 23 
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King Solomon was seven years building the Temple. Here is the Chronicler’s ac¬ 
count of the ceremony of dedication, reflecting, no doubt, the wish to trace back 
to the Temple’s origins the musical ceremonial of a much later age. 


Thus all the work that Solomon made for the house of the Lord was 
finished: and Solomon brought in all the things that David his father had 
dedicated; and the silver, and the gold, and all the instruments put he 
among the treasures of the house of God. Then Solomon assembled the 
elders of Israel, and all the heads of the tribes, the chief of the fathers of 
the children of Israel, unto Jerusalem, to bring up the ark of the covenant 
of the Lord out of the city of David, which is Zion. 

Wherefore all the men of Israel assembled themselves unto the king, 
in the feast which was in the seventh month. And all the elders of Israel 
came; and the Levites took up the ark. And they brought up the ark and 
the tabernacle of the congregation, and all the holy vessels that were in 
the tabernacle, these did the priests and the Levites bring up. Also king 
Solomon, and all the congregation of Israel that were assembled unto 
him before the ark, sacrificed sheep and oxen, which could not be told 
nor numbered for multitude. And the priests brought in the ark of the 
covenant of the Lord unto his place, to the oracle of the house, into the 
most holy place. And there it is unto this day. There was nothing in the 
ark, save the two tables which Moses put therein at Horeb, when the 
Lord made a covenant with the children of Israel, when they came out of 
Egypt. 

And it came to pass, when the priests were come out of the holy place 
(the Levites, which were the singers, being arrayed in white linen, hav¬ 
ing cymbals and psalteries and harps, stood at the east end of the altar, 
and with them an hundred and twenty priests sounding with trumpets), 
and it came to pass, as the trumpeters and singers were as one, to make 
one sound to be heard in praising and thanking the Lord; and when they 
lifted up their voice with the trumpets and cymbals and instruments of 
music, and praised the Lord, saying. For he is good; for his mercy en- 
dureth for ever: that then the house was filled with a cloud, even the 
house of the Lord; so that the priests could not stand to minister by 
reason of the cloud: for the glory of the Lord had filled the house of God. 

Now when Solomon had made an end of praying, the fire came down 
from heaven, and consumed the burnt offering and the sacrifices; and the 
glory of the Lord filled the house. And when all the children of Israel 
saw how the fire came down, and the glory of the Lord upon the house, 
they bowed themselves with their faces to the ground upon the pave¬ 
ment, and praised the Lord, saying. For he is good; for his mercy en- 
dureth for ever. Then the king and all the people offered sacrifices before 
the Lord. And the priests waited on their offices: the Levites also with in¬ 
struments of music of the Lord, which David the king had made to praise 
the Lord, because his mercy endureth for ever, when David praised by 
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their ministry; and the priests sounded trumpets belore them, and all 
Israel stood. 

II Chroii. 5:1-13; 7:1-6. 

In the account given by Nehemiah of the dedication of Jerusalem’s new walls in 
445 B.C. (they, indeed the whole city, had been burned to the ground by the 
Babylonians), we meet with the principle of antiphony—the use of split choirs 
answering back and forth—which, with the responsorial mode of performance 
(in which one singer and a choir alternate), was to be a mainstay of psalmody in 
both the Jewish and the Christian service. The practice of antiphonal singing 
may well have been prompted by the poetic structure of the psalms themselves, 
with their pairs of hemistichs, or half-lines that state a single thought in different 
words (for an example, see Psalm 150, above). 

And at the dedication of the wall of Jerusalem they sought the Levites 
out of all their places, to bring them to Jerusalem, to keep the dedication 
with gladness, both with thanksgivings, and with singing, with cymbals, 
psalteries, and with harps. And the sons of the singers gathered them¬ 
selves together, both out of the plain country round about Jerusalem, and 
from the villages of Netophathi: also from the house of Gilgal, and out of 
the fields of Geba and Azmaveth: for the singers had builded them 
villages round about Jerusalem. 

And the priests and the Levites purified themselves and purified the 
people, and the gates, and the wall. Then I brought up the princes of 
Judah upon the wall, and appointed two great companies of them that 
gave thanks, whereof one went on the right hand upon the wall, toward 
the dung gate: and after them went Hoshaiah, and half of the princes of 
Judah, and certain of the priests’ sons with trumpets and with the 
musical instruments of David the man of God. 

And the other company of them that gave thanks went over against 
them, and I after them, and the half of the people upon the wall, from 
beyond the tower of the furnaces even unto the broad wall. So stood the 
two companies that gave thanks in the house of God. And the singers 
sang loud, with Jezrahiah, their overseer. Also that day they offered great 
sacrifices, and rejoiced; for God had made them rejoice with great joy: 
the wives also and the children rejoiced; so that the joy of Jerusalem was 
heard even afar off. 


Neh. 12:27-43. 


Antiphonal psalmody is even reflected in the vision by means of which the 
prophet Isaiah received his call. 

In the year that king Uzziah died, I saw also the Lord sitting upon a 
throne, high and lifted up, and his train filled the temple. 


Music in Temple and Synagop,ue: The Judaic Heritaf’e 


19 


Above it stood the seraphims: each one had six wings; with twain he 
covered his face, and with twain he covered his feet, and with twain he 
did fly. 

And one cried unto another, and said. Holy, holy, holy is the Lord of 
hosts; the whole earth is full of his glory. 

And the posts of the door moved at the voice of him that cried, and the 
house was filled with smoke. 

Isa. 6:1-4. 


The words sung by the Seraphim entered the Jewish liturgy as the Kedushah and 
were later adopted by the Christian church as the Sanctus of the Mass, one more 
direct musical link between Judaism and Christianity. Like most of the liturgical 
elements adopted from the older religion, the Sanctus is furnished with an intro¬ 
ductory “Christianizing ” text (the Preface), rendering it suitable for its new set¬ 
ting: 

It is truly meet and just, right and profitable, humbly to beseech thee, 
O Lord, not to forsake the flock of which thou art the eternal Shepherd; 
but through thy holy Apostles ever to guard and keep it, so that by those 
rulers it be governed whom thou didst set over it to be its pastors under 
thee. And therefore with the Angels and Archangels, with the Thrones 
and Dominations and with all the array of the heavenly host we sing a 
hymn to thy glory and unceasingly repeat: 

Holy, Holy, Holy, Lord God of Hosts. 

The Heavens and the earth are full of thy glory. 

Hosanna [Heb.: Save us] in the highest. 

Mass and Vespers (Tournai: Desclee & Co., 1957), 13-14. 

The early Christian church adopted its rituals not from the pomp and pageantry 
of the temple (destroyed by the Roman emperor Titus in A.D. 70) but from the far 
more modest liturgy of the synagogues, which were study houses where Jews 
met for prayer in small groups. The music of the synagogue did without in¬ 
struments. After the destruction of the temple and the dispersal of the Jews, an 
actual ban, still observed by Orthodox congregations, was placed on their use. 
This ban stemmed from an interpretation of Psalm 137, which dates from the 
time of the Babylonian exile. 

By the rivers of Babylon, there we sat down; yea, we wept, when we 
remembered Zion. 

We hanged our harps upon the willows in the midst thereof. 

For there they that carried us away captive required of us a song; and 
they that wasted us required of us mirth, saying. Sing us one of the songs 
of Zion. 

How shall we sing the Lord’s song in a strange land? 
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If I forget thee, O Jerusalem, let my right hand forget her cunning. 
If I do not remember thee, let my tongue cleave to the roof of my 
mouth; if I prefer not Jerusalem above my chief joy. 

Ps. 137:1-6. 


The Greek-Jewish philosopher Philo of Alexandria, a contemporary of Christ, 
described the ritual singing of a Jewish sect known as the Therapeutae in his 
Treatise on a Contemplative Life. Their psalm singing seems exceptional in its 
inclusion of women on an equal footing with men, but except for this detail, what 
Philo describes is typical of the much modified and scaled-down version of the 
Jewish liturgy that became the framework for the early Christian vigils. Some 
scholars maintain, in fact, that the Therapeutae were an early Christian sect at 
this period Jew and Christian may often have been indistinguishable. And one 
of the foundations of what has been termed the “sacred bridge” between the 
two religions was the Book of Psalms—not just the words, but (to an unknown 
extent) the melodies as well, for modern research has uncovered a close resem¬ 
blance between certain psalm melodies preserved to this day among Middle 
Eastern Jews and certain Gregorian chants sung by the Christians of western 
Europe in the Middle Ages. The singing is antiphonal, and the psalms and 
hymns are furnished with refrains, which in Christian times became known as 
antiphons. 

When, therefore, the presiding worshipper appears to have spoken at 
sufficient length, some one rising up sings a hymn which has been made 
in honor of God, either such as he has composed himself, or some an¬ 
cient one of some old poet, for they have left behind them many poems 
and songs, and psalms of thanksgiving and hymns, and songs at the time 
of libation, and at the altar, and in regular order, and in choruses, admira¬ 
bly measured out in various and well diversified strophes. And after him 
then others also arise in their ranks, in becoming order, while every one 
else listens in decent silence, except when it is proper for them to take 
up the refrain of the song, and to join in at the end; for then they all, both 
men and women, join in the hymn. 

And after the feast they celebrate the sacred festival during the whole 
night; and this nocturnal festival is celebrated in the following manner: 
they all stand up together, and two choruses are formed, one of men and 
the other of women, and for each chorus there is a leader and chief 
selected, who is the most honorable and most excellent of the band. 
Then they sing hymns which have been composed in honor of God in 
many meters and tunes, at one time all singing together, and at another 
moving their hands and dancing in alternating verses, and uttering in an 
inspired manner songs of thanksgiving. 

Then, when each chorus of the men and each chorus of the women 
has feasted by itself, like persons in the bacchanalian revels, drinking 
the pure wine of the love of God, they join together, and the two become 
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one chorus, an imitation of that one which, in old time, was established 
by the Red Sea, on account of the wondrous works which were displayed 
there; for by the commandment of God, the sea became to one party the 
cause of safety, and to the other that of utter destruction. When the 
Israelites saw and experienced this great miracle, which was an event 
beyond all description, beyond all imagination, and beyond all hope, both 
men and women together, under the influence of divine inspiration, 
becoming all one chorus, sang hymns of thanksgiving to God the Savior, 
Moses the prophet leading the men, and Miriam the prophetess leading 
the women. 

Now the chorus of male and female worshippers, being formed as far 
as possible on this model, makes a most delightful concert, and a truly 
musical symphony, the shrill voices of the women mingling with the 
deep-toned voices of the men. 

The Works of Philo Judaeus, trans. C. D. Yonge, IV (London, 1855), 18-20. 
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A Spanish nun called Egeria visited the holy places toward the end of the fourth 
century and wrote a vivid account of her pilgrimage for the benefit of the sisters 
at home. Her description of the ceremonies practiced by the oldest of all Chris¬ 
tian congregations throughout the year, an extremely important early document 
in the history of Christian worship, is full of allusions to the musical portions of 
the services. We read not only of psalms, but of hymns and antiphons. Scholarly 
opinion is divided as to whether the last two should be understood in their usual, 
later, sense or as vague variants of ‘"psalms.” For hymns, see p. 30. “Antiphon” 
here might simply mean a psalm sung antiphonally (see p. 18) or it might al¬ 
ready have the later meaning of a text and melody added to such a psalm to be 
sung between verses as a refrain. In the following excerpt Egeria describes the 
Sunday Vigil (recognizable as the incipient Matins service) at the Sanctuary of 
the Resurrection (Church of the Holy Sepulchre) and Sunday Mass at the Church 
of the Martyrium, or Holy Cross, both built some fifty years earlier by the emper¬ 
or Constantine. Note that the Mass service is begun at the second church but 
concluded at the first, to which the catechumens (as-yet unbaptized heathens) 
are not admitted. This is a clear reflection of the early division of the Mass into 
two segments: the Mass of the Catechumens contained readings, sermons, and 
prayers; the Mass of the Faithful, from which the unbaptized were excluded, 
centered around the sacrament of the Eucharist. 
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On the seventh, that is, the Lord’s day, before cockcrow the whole 
crowd collects, as many as the place will hold. For, as they are afraid that 
they may not be there at cockcrow, they come beforehand and sit there. 
And hymns and antiphons are sung; and after each hymn or antiphon a 
prayer is offered. For the priests and deacons are always ready there for 
vigils, on account of the crowd which assembles; and it is their custom 
not to open the holy places before cockcrow. But when the first cock has 
crowed, forthwith the bishop descends and enters inside the cave at the 
sanctuary. All the doors are opened, and the whole crowd streams into 
the sanctuary. Here innumerable lights are shining; and when the peo¬ 
ple have entered, one of the priests recites a psalm, and they all re¬ 
spond; then prayer is offered. Again one of the deacons recites a psalm, 
and again prayer is offered; a third psalm is said by one of the clergy, 
and prayer is offered for the third time, and the commemoration of all 
men is made. Then these three psalms having been said, and these 
three prayers offered, behold censers are brought into the cave of the 
sanctuary, so that the whole basilica is filled with odors. Then where 
the bishop stands inside the rails, he takes the Gospel and advances to 
the door and himself reads of the Lord’s resurrection. And when he has 
begun to read this, there is such a moaning and groaning of all the peo¬ 
ple, and such weeping, that the most obdurate person would be moved 
to tears, for that the Lord endured such grievous things for us. Then the 
Gospel having been read, the bishop comes forth, and is led to the 
Gross with hymns, and all the people with him. There again one psalm 
is recited and prayer offered. Again he blesses the faithful, and the dis¬ 
missal is given. As the bishop comes forth they all approach to kiss his 
hand; and presently the bishop betakes himself to his own house. From 
that hour all the monks return to the sanctuary, and psalms and an¬ 
tiphons are sung until daylight; and after each psalm or antiphon, 
prayer is offered. For every day in turn the priests and deacons keep 
vigil at the sanctuary with the people. If any of the laity, either men or 
women, wish it, they stay there till it is light; but if they do not wish to 
do so, they return to their houses and go to sleep again. 

But with the dawn, because it is the Lord’s day, they proceed to the 
Great Church built by Constantine, which is on Golgotha behind the 
Cross; and all things are done according to the use which is customary 
everywhere on the Lord’s day. But their use here is this, that as many as 
wish of all the priests who sit shall preach, and after them all the bishop 
preaches; these sermons are always delivered on the Lord’s day, that the 
people may always be instructed in the Scriptures and in the love of 
God. And while these sermons are being delivered, there is a long inter¬ 
val before they are dismissed from the Church. They are thus not dis¬ 
missed before the fourth, or perhaps the fifth, hour [i.e., around 10 A.M.]. 
But when the dismissal has been given at the Church, in accordance 
with the use which everywhere prevails, then the monks escort the bish¬ 
op with hymns from the Great Church to the sanctuary. And when the 
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bishop begins to come with hymns, all the doors of the sanctuary basilica 
are opened; and all the people enter (that is the faithful; for the ca¬ 
techumens enter not). And when the people have entered, the bishop 
enters and forthwith proceeds within the rails of the memorial cave. 
First, thanks are given to God, and prayer is made for all men; next the 
deacon calls to all to bow their heads where they stand, and the bishop 
blesses them standing inside the inner rails; and finally he comes out. As 
the bishop comes out they all approach to kiss his hand. And thus it is 
that the dismissal is put off nearly to the fifth or sixth hour [i.e, around 
11:00 A.M.]. And in the evening the ordinary daily seiwice is held. This 
manner of seiwice is then observed every day throughout the year, cer¬ 
tain solemn days excepted. But among all these details this is very plain, 
that suitable psalms or antiphons are always sung; those at night, those 
in the morning, and those through the day, whether at the sixth hour or 
ninth hour or at vespers, being always suitable and intelligible as per¬ 
taining to the matter at hand. 

John H. Bernard (trans. and ed.), The Pilgrimage of S. Silvia of Aquitania to the Holy 
Places (London, 1896), 47^9. 
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The Church Fathers on Psalmody and 
on the Dangers of Unholy Music 


St. Basil the Great (c. 330-6'. 379), Bishop of Caesarea in Asia Minor and found¬ 
er of Christian monasticism, touches on virtually all the beneficial effects at¬ 
tributed to “good” music by the Neo-Platonists in his “Homily on Psalm 1,” 
below, as well as on a peculiarly Christian one: that of joining the worshipers into 
a unanimous entity. 

When, indeed, the Holy Spirit saw that the human race was guided 
only with difficulty toward virtue, and that, because of our inclination 
toward pleasure, we were neglectful of an upright life, what did He do? 
The delight of melody He mingled with the doctrines so that by the 
pleasantness and softness of the sound heard we might receive without 
perceiving it the benefit of the words, just as wise physicians who, when 
giving the fastidious rather bitter drugs to drink, frequently smear the 
cup with honey. Therefore, He devised for us these harmonious 
melodies of the psalms, that they who are children in age or even those 
who are youthful in disposition might to all appearances chant but, in re¬ 
ality, become trained in soul. For, never has any one of the many indif¬ 
ferent persons gone away easily holding in mind either an apostolic or 
prophetic message, but they do chant the words of the psalms even in 
the home, and they spread them around in the market place, and, if 
perchance, someone becomes exceedingly wrathful, when he begins to 
be soothed by the psalm, he departs with the wrath of his soul immedi¬ 
ately lulled to sleep by means of the melody. 
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A psalm implies serenity of soul; it is the author of peace, which 
calms bewildering and seething thoughts. For, it softens the wrath of the 
soul, and what is unbridled it chastens. A psalm forms friendships, 
unites those separated, conciliates those at enmity. Who, indeed, can 
still consider him an enemy with whom he has uttered the same prayer 
to God? So that psalmody, bringing about choral singing, a bond, as it 
were, toward unity, and joining the people into a harmonious union of 
one choir, produces also the greatest of blessings, charity. A psalm is a 
city of refuge from the demons; a means of inducing help from the 
angels, a weapon in fears by night, a rest from toils by day, a safeguard 
for infants, an adornment for those at the height of their vigor, a consola¬ 
tion for the elders, a most fitting ornament for women. It peoples the soli¬ 
tudes; it rids the market place of excesses; it is the elementary exposition 
of beginners, the improvement of those advancing, the solid support of 
the perfect, the voice of the Church. It brightens the feast days; it creates 
a sorrow which is in accordance with God. For a psalm calls forth a tear 
even from a heart of stone. A psalm is the work of angels, a heavenly in¬ 
stitution, the spiritual incense. 

Oh! the wise invention of the teacher who contrived that while we 
were singing we should at the same time learn something useful; by this 
means, too, the teachings are in a certain way impressed more deeply on 
our minds. Even a forceful lesson does not always endure, but what 
enters the mind with joy and pleasure somehow becomes more firmly 
impressed upon it. What, in fact, can you not learn from the psalms? Can 
you not learn the grandeur of courage? The exactness of justice? The no¬ 
bility of self-control? The perfection of prudence? A manner of penance? 
The measure of patience? And whatever other good things you might 
mention? Therein is perfect theology, a prediction of the coming of 
Christ in the flesh, a threat of judgment, a hope of resurrection, a fear of 
punishment, promises of glory, an unveiling of mysteries; all things, as if 
in some great public treasury, are stored up in the Book of Psalms. 

St. Basil, Exegetic Homilies, trans. S. Agnes Clare Way, The Fathers of the Church, XLVI 
(Washington, D.C.; The Catholic University of America Press, 1963), 152-54. Reprinted 
by permission. 


And St. John Chrysostom (c. 345-407), the most famous Greek Father, confirms 
the importance of psalmody: 

In church when vigils are observed David is first, middle, and last. At 
the singing of the morning canticles David is first, middle, and last. At fu¬ 
nerals and burials of the dead again David is first, middle, and last. O 
wondrous thing! Many who have no knowledge of letters at all 
nonetheless know all of David and can recite him from beginning to end. 
And not only in the cities and the churches, in all seasons and for ages 
past, has David illuminated all our lives, but also in the fields and in the 
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wilderness. In monasteries, in the chorus of the holy angelic host, David 
is first, middle, and last. And in convents, where virgins gather to imitate 
Mary, David is first, middle, and last. 

Martin Gerbert, De cantu et musica sacra ..., I (St. Blasien, 1774), 64. Tran.s. R. T. 

Neo-Platonism also lies at the heart of the Church Fathers’ condemnation of all 
music other than the chaste and unadorned chant. St. Basil even retells the old 
legend about Pythagoras that we have already met with in Quintilian (p. 14). 

Passions sprung of lack of breeding and baseness are naturally engen¬ 
dered by licentious songs. But we should cultivate the other kind, which 
is better and leads to the better, through his use of which, as they say, 
David, the poet of the Sacred Songs, freed the king from his madness. 
And it is related that Pythagoras, too, chancing upon some drunken 
revellers, commanded the flute player who led the revel to change his 
harmony and play to them the Doric mode; and that thus the company 
came back to its senses under the influence of the strain, so that, tearing 
off their garlands, they went home ashamed. Yet others at the sound of 
the flute are excited to a Bacchic frenzy. Such is the difference between 
giving full ear to wholesome and to licentious music. Hence, since this 
latter is now in vogue, you should participate in it less than in the very 
basest of things. 

St. Basil, The Letters, trans. Roy J. Deferrari, IV (London: W. Heineinann, 1934), 419. 

As to instruments, the Fathers identify two interrelated evils arising from their 
use: playing instruments is essentially idle and unproductive, and it can lead to 
licentious behavior. From the use of flutes it is but a step to “shameful songs,” 
and thence to drunkenness and worse. St. Basil again; 

Of the arts necessary to life which furnish a concrete result there is 
carpentry, which produces the chair; architecture, the house; shipbuild¬ 
ing, the ship; tailoring, the garment; forging, the blade. Of useless arts 
there is harp playing, dancing, flute playing, of which, when the opera¬ 
tion ceases, the result disappears with it. And indeed, according to the 
word of the apostle, the result of these is destruction. 

James McKinnon, “The Church Fathers and Musical Instruments” (Ph. D. diss., Columbia 
University, 1965), 182. By kind permission of the author. 

And St. John Chrysostom: 

Marriage is accounted an honorable thing both by us and by those 
without; and it is honorable. But when marriages are solemnized, such a 
number of ridiculous circumstances take place as ye shall hear of imme¬ 
diately: because the most part, possessed and beguiled by custom, are 
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not even aware of their absurdity, but need others to teach them. For 
dancing, and cymbals, and flutes, and shameful words and songs, and 
drunkenness, and revellings, and all the Devil’s great heap of garbage is 
then introduced. 

Philip SchafF, Nicene and Post-Nicene Fathers, XII (New York, 1886), 69. 

The psalms’ many invitations to worship the Lord to the accompaniment of noisy 
musical instruments needed to be explained away. An easy recourse was to give 
a symbolic interpretation. Here is one given by Origen of Alexandria (c. 185— 
c. 254) to Psalm 33:2; 

Give thanks to the Lord on the harp; ivith the ten-stringed psaltery 
chant his praises. The harp is the active soul; the psaltery is pure mind. 
The ten strings can be taken as ten nerves, for a nerve is a string. 
Therefore, the psaltery is taken to be a body having five senses and five 
faculties. 

McKinnon, “Church Fathers,” 223. 

Or, again, to the same verse, by the “father of ecclesiastical history,” Eusebius of 
Caesarea (c. 260-c. 340): 

We sing God’s praise with living psaltery, for more pleasant to God than 
any instrument is the harmony of the whole Ghristian people. Our harp 
is the whole body, by whose movement and action the soul sings a fitting 
hymn to God, and our ten-stringed psaltery is the veneration of the Holy 
Ghost by the five senses of the body and the five virtues of the spirit. 

Gustave Reese, Music in the Middle Ages (New York: W. W. Norton & Company, Inc., 
1940), 62 (from Eusebius, Historia ecclesiastica). 

Most fanciful of all, perhaps, is the following interpretation of Psalm 150 (see p. 
15) by Honorius of Autun (died c. 1130); 

Praise him with timbrel and dance. The timbrel is made from skin 
that has dried and become firm, which signifies unchangeable flesh, 
made strong against corruption. Therefore praise God because he has 
made your flesh, once fragile, to be firm and because it will no longer be 
subject to corruption. 

Praise him with sounding cijtnbals. Gymbals shine and resound after 
they have been forged in the fire. This signifies the bodies of the saints 
who after they have passed through the fire of adversity will glisten as 
the sun and resound eternally in praise of God. 

Indeed, through various instruments are signified different orders of 
those who praise God in Ghurch. The trumpets are preachers; the psal¬ 
tery those who perform spiritual deeds, such as monks; the harp those 
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who chastise themselves, like hermits and solitaries. The timbrel is 
those who have died to their faults, such as martyrs; and the chorus 
(dance) those living harmoniously in the common life, like the canons 
regular. By these instruments every spirit, that is everything which has 
spiritual life, praises God; instruments of that sort will resound during 
the everlasting nuptials of the Lamb, Alleluia. 

McKinnon, “Church Fathers,” 239-40. 
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St. Augustine (354-430), the leading Church Father of Western Christendom, is 
also one of our major sources of information regarding the uses of music in the 
liturgy of his day. He himself was immensely susceptible to music, as we learn 
from several passages in the Confessions. Here is the account of his baptism at 
the hands of his instructor in the faith, St. Ambrose, Bishop of Milan: 

We were baptized, and all anxiety over the past melted away from us. 
The days were all too short, for I was lost in wonder and joy, meditating 
upon your far-reaching providence for the salvation of the human race. 
The tears flowed from me when I heard your hymns and canticles, for 
the sweet singing of your Church moved me deeply. The music surged 
in my ears, truth seeped into my heart, and my feelings of devotion 
overflowed, so that the tears streamed down. But they were tears of 
gladness. 

It was not long before this that the Church at Milan had begun to seek 
comfort and spiritual strength in the practice of singing hymns, in which 
the faithful fervently united with heart and voice. It was only a year, or 
not much more, since Justina, the mother of the boy emperor Valen- 
tinian, had been persecuting your devoted servant Ambrose in the inter¬ 
est of the heresy into which the Arians had seduced her. In those days 
your faithful people used to keep watch in the church, ready to die with 
their bishop, your servant. It was then that the practice of singing hymns 
and psalms was introduced, in keeping with the usage of the Eastern 
churches, to revive the flagging spirits of the people during their long 
and cheerless watch. Ever since then the custom has been retained, and 
the example of Milan has been followed in many other places, in fact in 
almost every church throughout the world. 

St. Augustine, Confessions, trans. R. S. Pine-Coffin (H arm on ds worth: Penguin Classics, 
1961), 191. Copyright © R. S. Pine-Coffin, 1961. Reprinted by permission of Penguin 
Books Ltd. 
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The hymns mentioned by Augustine were in faet a new musical element in the 
Western liturgy, and St. Ambrose is remembered as their ehief sponsor. They 
represented a notable departure from other types of chant; the texts were metri¬ 
cal poems, newly composed rather than Biblical, and the music was repeated 
with each successive stanza (strophic form). Elsewhere, Augustine defines a 
hymn as a 

Song with praise of God: If you praise God and do not sing, you do not 
utter a hymn. If you sing and do not praise God, you do not utter a hymn. 
If you praise anything other than God, and if you sing these praises, still 
you do not utter a hymn. A hymn therefore has these three things: song, 
and praise, and God. 

Martin Gerbert, De cantu et mitsica sacra ..., I (St. Blasien, 1774), 74. Trans. R. T. 

More than any other Father of the Church, Augustine gives evidence of real pas¬ 
sion for music. For him it was a powerful carrier of emotional “meaning,” at 
times even better suited than words to express religious ecstasy. The most enthu¬ 
siastic description of music by any Christian theologian before Luther, in fact, is 
Augustine’s description of the jubilus, the lengthy melisma on the last syllable of 
the word Alleluia sung before the Gospel reading at Mass, which sometimes 
goes on for as many as thirty or forty notes. Far from a merely “decorative” em¬ 
bellishment, the jubilus was the most mystically meaningful part of the chant for 
Augustine. 

It is a certain sound of joy without words, the expression of a mind 
poured forth in joy. A man rejoicing in his own exultation, after certain 
words which cannot be understood, bursteth forth into sounds of exulta¬ 
tion without words, so that it seemeth that he, filled with excessive joy, 
cannot express in words the subject of that joy. 

Gustave Reese, Music in the Middle A^es (New York; W. W. Norton & Gompanv, Inc., 
1940), 164. 

So much, in fact, was Augustine associated with the enthusiastic and exuberant 
attitude toward music that characterized the Ambrosian innovations, that a 
legend sprang up, holding that the greatest of all the Christian hymns of praise, 
the Te Deum, was created spontaneously by Ambrose and Augustine together in 
the process of Augustine’s baptism. The main source of this legend is an account 
of the history of the bishopric of Milan by Landiilf, who was one of Ambrose’s 
successors as bishop of that city in the eleventh century. His story is a colorful 
embroidery of Augustine’s own account of his baptism, given above. The true au¬ 
thor of the Te Deum, by the way, is now generally considered to have been the 
bishop Nicetas (d. 414), of Remesiana in Dacia (now Romania). 

It happened that there was a man named Augustine, a philosopher, 
later in his life a good Christian and an orthodox bishop, but who had 


The Testimony of St. Augustine 


31 


been led astray by the errors of the Manicheans. He came to church one 
day in the wintertime, not out of interest in the sermon nor to see or hear 
the mystery of the Lord, but to refute and rebuke the blessed Ambrose, 
who was preaching and explaining to the people about the Lord’s incar¬ 
nation. 

What happened, however, was that Augustine, forgetting both him¬ 
self and all his philosophy, stood as if transfixed, pale and trembling in 
the sight of all who were there. Then, when the blessed Ambrose’s 
charge to the people was done, Augustine came to see him in private. 
Now the Holy Spirit had made known to Ambrose all of Augustine’s 
learning, and revealed to him all his education, and showed him in addi¬ 
tion Augustine’s excellence in logic, his points of difference with the true 
faith, and what a faithful and orthodox believer he would become. And 
so Ambrose received him very gently, and treated him with great 
kindness. 

He rejoiced for Augustine like the father in the Gospel, who, embrac¬ 
ing the son he had lost, weeping and placing his ring on his son’s finger, 
kisses him, and then, reproaching his other son for his excessive envy, 
says to him, “Your brother was dead and now is alive again; he was lost 
and has been found.” So with Augustine. A few days later, by the will of 
God, at the springs called St. John’s, Augustine was finally baptized and 
confirmed by Ambrose, with God aiding him, in the name of the holy and 
indivisible Trinity. All the believers of the city stood by and watched, 
just as formerly many had watched him in his errors and agreed with 
him. And at these springs the Holy Spirit granted them eloquence and 
inspiration; and so, with all who were there hearing and seeing and mar¬ 
veling, they sang together the Te Deum laudamus, and so brought forth 
what is now approved of by the whole church, and sung devoutly every¬ 
where. Rejoicing together in God, like men just granted great riches and 
pearls of great price, they ate together and were very glad; they rejoiced 
with great joy, and took comfort in God. 

Jacques Paul Migne, Patrologiae ciirsus completus, Series Latina, CXLVII (Paris, 1854), 
cols. 832-33. Trans, for this book by Lawrence Rosenwald. 


Finally, we have Augustine’s classic analysis of the conflict within his soul 
engendered by his spontaneous love of music on the one hand and his Christian 
conscience on the other. Here, in graphically personal terms, is the most articu¬ 
late statement we have of the characteristic combination of eager acceptance and 
distrust with which the early Christian church looked upon music. 

I used to be much more fascinated by the pleasures of sound than the 
pleasures of smell. I was enthralled by them, but you broke my bonds 
and set me free. I admit that I still find some enjoyment in the music of 
hymns, which are alive with your praises, when I hear them sung by 
well-trained, melodious voices, but I do not enjoy it so much that I can- 
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not tear myself away. I can leave it when I wish. But if I am not to turn a 
deaf ear to music, which is the setting for the words which give it life, I 
must allow it a position of some honor in my heart, and I find it difficult 
to assign it to its proper place. For sometimes I feel that I treat it with 
more honor than it deserves. I realize that when they are sung, these 
sacred words stir my mind to greater religious fervor and kindle in me a 
more ardent flame of piety than they would if they were not sung; and I 
also know that there are particular modes in song and in the voice, corre¬ 
sponding to my various emotions and able to stimulate them because of 
some mysterious relationship between the two. But I ought not to allow 
my mind to be paralyzed by the gratification of my senses, which often 
leads it astray. For the senses are not content to take second place. Sim¬ 
ply because I allow them their due, as adjuncts to reason, they attempt to 
take precedence and forge ahead of it, with the result that I sometimes 
sin in this way but am not aware of it until later. 

Sometimes, too, from over-anxiety to avoid this particular trap I make 
the mistake of being too strict. When this happens, I have no wish but to 
exclude from my ears, and from the ears of the Church as well, all the 
melody of those lovely chants to which the Psalms of David are habi¬ 
tually sung; and it seems safer to me to follow the precepts which I 
remember often having heard ascribed to Athanasius, bishop of Alex¬ 
andria, who used to oblige the lectors to recite the psalms with such 
slight modulation of the voice that they seemed to be speaking rather 
than chanting. But when I remember the tears that I shed on hearing the 
songs of the Church in the early days, soon after I had recovered my 
faith, and when I realize that nowadays it is not the singing that moves 
me but the meaning of the words when they are sung in a clear voice to 
the most appropriate tune, I again acknowledge the great value of this 
practice. So I waver between the danger that lies in gratifying the senses 
and the benefits which, as I know from experience, can accrue from sing¬ 
ing. Without committing myself to an irrevocable opinion, I am inclined 
to approve of the custom of singing in church, in order that by indulging 
the ears weaker spirits may be inspired with feelings of devotion. Yet 
when I find the singing itself more moving than the truth which it con¬ 
veys, I confess that this is a grievous sin, and at those times I would 
prefer not to hear the singer. 

This, then, is my present state. Let those of my readers whose hearts 
are filled with charity, from which good actions spring, weep with me 
and weep for me. Those who feel no charity in themselves will not be 
moved by my words. But I beg you, O Lord my God, to look upon me and 
listen to me. Have pity on me and heal me, for you see that I have 
become a problem to myself, and this is the ailment from which I suffer. 

St. Augustine, Confessions, 238-39. 
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The Transmission of the Classical Legacy 


The most coherent summary of classical musical thought, one that was to have a 
lasting influence on medieval, and even later, attitudes toward music, was that 
given by the Roman philosopher-statesman Boethius (c. 480-524) in his treatise 
De institutione miisica. “Music, ” here, is to be understood as harmonics, the sci¬ 
ence of musical sounds, one of the seven liberal arts. More specifically, in this 
context, it is one of the four arts of measurement that constituted the curriculum 
of higher education, the others being arithmetic, geometry, and astronomy: the 
ciuadrioitim (a term possibly coined by Boethius himself), as against the trivium, 
or elementary curriculum (grammar, dialectic, rhetoric). Very early in his treatise 
Boethius separates the various meanings of “music” in a famous three-tiered def¬ 
inition clearly derived from Plato. His use of the word “harmony” shows the au¬ 
thor’s full awareness of the word’s premusical rootar-, meaning “to fit together.” 

It seems that one discussing the musical discipline should discuss, to 
begin with, the kinds of music which we know to be contained in this 
study. Indeed there are three types of music. The first type is the music 
of the universe {musica inundana), the second type, that of the human 
being (musica humana), and the third type is that which is created by 
certain instruments (musica instrumentis constituta), such as the 
kithara, or tibia or other instruments which produce melodies. 

Now the first type, that is the music of the universe, is best observed 
in those things which one perceives in heaven itself, or in the structure 
of the elements, or in the diversity of the seasons. How could it possibly 
be that such a swift heavenly machine should move silently in its 
course? And although we ourselves hear no sound—and indeed there 
are many causes for this phenomenon—it is nevertheless impossible 
that such a fast motion should produce absolutely no sound, especially 
since the orbits of the stars are joined by such a harmony that nothing so 
perfectly structured, so perfectly united, can be imagined. For some 
stars drift higher, others lower, and they are all moved with such an 
equal amount of energy that a fixed order of their courses is reckoned 
through their diverse inequalities. Thus there must be some fixed order 
of musical modulation in this celestial motion. 

Moreover, if a certain harmony does not join together the diversities 
and contrary qualities of the four elements, how is it possible for them to 
unite in one body machine? But all this diversity produces a variety of 
both seasons and fruits, so that the year in the final analysis achieves a 
coherent unity. Now if you would imagine one of these things that gives 
such a diversity to everything taken away, then they would all seem to 
fall apart and preserve none of their “consonance.” Moreover, just as 
lower strings are not tuned too low, lest they descend to a pitch that 
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A fair measure of the staying power of Boethius’s musical cosmology 
is its representation as the frontispiece of a famous manuscript of 
polyphonic music of the Notre Dame period, some 800 years later 
than Boethius’s writings. Here we see three panels, in each of which 
''Miisica” points to the different levels of her manifestation. In the 
top panel she is pointing to a representation of the universe and its 
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would be inaudible, and higher strings are not tuned too high, lest they 
break under the exeessive tension, but rather all strings are eoherently 
and harmoniously tuned, so we discern in the universal music that 
nothing can be excessive; for if it were, it wonld destroy something else. 
Everything either bears its own fruit or aids other things in bearing 
theirs. For what winter confines, spring releases, summer heats and au¬ 
tumn ripens, and so the seasons in turn either bring forth their own fruit, 
or give aid to the others in bringing forth their own. 

Now one comes to understand the music of the human being by ex¬ 
amining his own being. For what unites the incorporeal existence of 
reason with the body except a certain harmony and, as it were, a careful 
tuning of low and high pitches in such a way that they produce one con¬ 
sonance? What unites the parts of man’s soul, which according to Aris¬ 
totle, is composed of a rational and irrational part? In what way are the 
elements of man’s body related to each other or what holds together the 
various parts of his body in an established order? 

Now the third type of music is that which is said to be found in 
v'arious instruments. The governing element in this music is either ten¬ 
sion, as in strings, or breath, as in the tibia or those instruments which 
are activated by water, or a certain percussion, as in those instruments 
consisting of concave brass which one beats and thus produces various 
pitches. 

Calvin Martin Bower, “Boethiiis’.s The PrincqAes of Music: An Introduction, Translation, 
and Coininentarv’’" (Ph.D. diss., George F. Peabody College, 1967), 44-48. By kind permis¬ 
sion of the author. 

Echoes of Boethius's musical Platonism can he detected over the next thousand 
years. Its most elegant embodiment, perhaps, are these famous lines from 
Shakespeare's Merchant of Venice, which poetically summarize not only the 
th ree-level definition of music, hut also the related concept of ethos: 


four elements: earth, air, fire (stars), and water. The sun and moon represent the 
periodic movements of the heavens, an aspect of measurable ‘"harmony." In the 
middle panel iMusica points to four men, who represent the four "humors," or 
temperaments. These were the basic personality types of the human organism, 
that is, the four types of "human harmony." The relative proportions of these 
humors within a person determined his physical and spiritual constitution: the 
"choleric" temperament is ruled by bile; the "sanguine" by blood; the "phleg¬ 
matic" by phlegm; the "melancholic" by black bile. The four humors mirror the 
four elements; thus, human harmony is a function of the celestial. Finally, in 
the lowest panel, we find inusica instvumeiitalis. Here Musica is reluctant to 
point; instead, she raises an admonishing finger at the fiddle player, obviously 
no "musician" in the Boethian sense. Florence, BiI)lioteea Medicea Lauren- 
ziana, MS Pluteo 29.L All rights reserved. 
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Lorenzo; How sweet the moonlight sleeps upon this bank! 

Here will we sit, and let the sounds of music 
Creep in our ears: soft stillness and the night 
Become the touches of sweet harmony. 

Sit, Jessica: look, how the floor of heaven 
Is thick inlaid with patines of bright gold: 

There’s not the smallest orb which thou behold’st 
But in his motion like an angel sings. 

Still quiring to the young-eyed cherubins; 

Such harmony is in immortal souls; 

But, whilst this muddy vesture of decay 
Doth grossly close it in, we cannot hear it. 

—Enter Musicians.— 

Come, ho! and wake Diana with a hymn: 

With sweetest touches pierce your mistress’ ear. 

And draw her home with music. [Music. 

Jessica: I am never merry when I hear sweet music. 

Lorenzo: The reason is, your spirits are attentive: 

For do but note a wild and wanton herd, 

Or race of youthful and unhandled colts. 

Fetching mad bounds, bellowing and neighing loud. 
Which is the hot condition of their blood; 

If they but hear perchance a trumpet sound. 

Or any air of music touch their ears. 

You shall perceive them make a mutual stand. 

Their savage eyes turn’d to a modest.gaze 
By the sweet power of music: therefore the poet 
Did feign that Orpheus drew trees, stones, and floods; 
Since nought so stockish, hard, and full of rage. 

But music for the time doth change his nature. 

The man that hath no music in himself. 

Nor is not mov’d with concord of sweet sounds. 

Is fit for treasons, stratagems, and spoils; 

The motions of his spirit are dull as night. 

And his affections dark as Erebus: 

Let no such man be trusted. Mark the music. 

Merchant of Venice, act V, scene 1, lines 54-88 


To return to Boethius himself, of great interest is his discussion of music as one 
of the liberal arts. These were “liberal” in that they were considered the only 
ones worthy of free men, that is, men untainted by the need to work for a living. 
(Medicine and architecture, for example, proposed as the eighth and ninth liber¬ 
al arts by the Roman Varro in the first century B.c.,were struck from the curricu¬ 
lum by later writers as being professional disciplines.) In his definition of the 
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true musician, Boethius transmitted to the ages the ancient philosophical bias 
(see, for example, Aristotle, p. 10) against manual laborers (instrument players) 
and merely inspired unthinking men (composers) who made tunes. 


What A Musician Is 

Every art and discipline ought naturally to he considered of a more hon¬ 
orable character than a skill which is exercised with the hand and labor 
of a craftsman. For it is much better and nobler to know about what 
someone else is doing than to be doing that for which someone else is 
the authority. For the mere physical skill serves as a slave, while the 
reason governs all as sovereign. And unless the hand acts according to 
the will of reason, the thing done is in vain. Thus how much nobler is the 
study of music as a rational science than as a laborious skill of manufac¬ 
turing sounds! It is nobler to the degree that the mind is nobler than the 
body. For he who is without reason spends his life in servitude. Indeed 
the reason reigns and leads to right action, for unless reason’s commands 
are obeyed, the action, void of reason, will be senseless. 

Thus we can see that rational speculation is not dependent upon an 
act of labor, whereas manual works are nothing unless they are deter¬ 
mined by reason. The great splendor and merit of reason can be per¬ 
ceived in the fact that the so-called men of physical skill are named 
according to their instrument rather than according to the discipline. But 
that person is a musician, who, through careful rational contemplation, 
has gained the knowledge of making music, not through the slavery of 
labor, but through the sovereignty of reason. 

Indeed this fact can be seen in the building of monuments and the 
waging of wars, since they are given other names; for monuments are 
inscribed with the names of those with whose authority and reason they 
were ordained, and military triumphs are also similarly commemorated. 
But monuments and triumphs are not named or commemorated for the 
servitude and labor of those who carried these things to completion. 

Thus there are three kinds of people who are considered in relation 
to the musical art. The first type performs on instruments, the second 
composes songs, and the third type judges the instrumental perform¬ 
ances and composed songs. 

But the type which buries itself in instruments is separated from the 
understanding of musical knowledge. Representatives of this type, for 
example kithara players and organists and other instrumentalists, devote 
their total effort to exhibiting their skill on instruments. Thus they act as 
slaves, as has been said; for they use no reason, but are totally lacking in 
thought. 

The second type is that of the poets [i.e., makers of songs]. But this 
type composes songs not so much by thought and reason as by a certain 
natural instinct. Thus this type is also separated from music. 
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The third type is that which has gained an ability of judging, whereby 
it can weigh rhythms and melodies and songs as a whole. Of course since 
this type is devoted totally to reason and thought, it can rightly be con¬ 
sidered musical. And that man is a musician who has the faculty of judg¬ 
ing the modes and rhythms, as well as the genera of songs and their mix¬ 
tures, and the songs of the poets, and indeed all things which are to be 
explained subsequently; and this judgment is based on a thought and 
reason particularly suited to the art of music. 

Bower, ‘‘Boethius’s The Principles,^’ 101—104. 


11 

Music as a Liberal Art 


The pagan curriculum of the seven liberal arts and, with it, the Latin classics 
themselves were saved from destruction and oblivion through the efforts of some 
prominent churchmen (St. Augustine, Cassiodorus, and others) who adapted 
classical learning to Christian ends. Here, from Scholia euchiriadia (a commen¬ 
tary to a musical textbook by an anonymous Frankish clergyman of the ninth or 
tenth century, famous for its early examples of polyphonic practices—see p. 59 
below), is an example of that adaptation. The subject is the relationship between 
music and its sister disciplines in the quadrivium. 


Student: 

Teacher: 


S 

T 


S 

T 

S 

T 

S 

T 


H ow, then, is Harmony born of its mother Arithmetic? And 
are Harmony and Music the same thing? 

H armony is taken to mean the concordant mixture of dif¬ 
ferent sounds. Music is the scheme of that concord. Music, 
like the other mathematical disciplines, is in all its aspects 
bound up with the system of numbers. And so it is by way of 
numbers that it must be understood. 

What are the mathematical disciplines? 

Arithmetic, Geometry, Music, and Astronomy. 

What is Mathematics? 

Theoretical knowledge. 

In what way theoretical? 

In that it considers abstract quantities. 

What are abstract quantities? 

Those quantities whieh exist without matter, without, that 
is, any touch of the physical, and which one deals with by 




H H 


Music as a Liberal Art 


39 


mind alone. Now (juantities include degrees of size and 
degrees of niimher, shapes, equalities and equations, pro¬ 
portions, and other things which, to use the words of 
Boethius, are incorporeal hy nature, unchanging sub¬ 
stances, things existing hy reason alone; and these things 
are changed hy contact with the corporeal, and are, hy the 
touch of the mutable, turned into change and flux. These 
(juantities are treated one way in Arithmetic, another way in 
Geometry, still another in Astronomy. These four dis¬ 
ciplines are not arts of human devising, hut are investiga¬ 
tions, such as they are, of divine works; and they lead noble 
minds, hy wonderful arguments, to a better understanding 
of the work of creation. It is inexcusable to come hy these 
means to know God and His eternal divinity, and then not 
to glorify Him or give thanks. 

S; What is Arithmetic? 

T: The study of countable quantity in itself. 

S: What is Music? 

T: It is the study of notes in harmony and in discord according 

to numbers, which bear a certain relation to what one finds 

in the sounds themselves. 

What is Geometry? 

The study of the magnitude of fixed objects and of shape. 
And Astronomy? 

The study of the magnitude of moving objects; it con¬ 
templates the courses of the heavenly bodies, and all their 
figures, and pursues with searching reason the relations of 
the stars to one another and to the earth. 

S: In what way do the three disciplines other than Arithmetic 

depend on a knowledge of numbers? 

T; In that everything in these disciplines arises from the sys¬ 

tem of numbers, nor can any of it be understood or 
expressed without numbers. Who, for example, could even 
hint at what a triangle or rectangle was, or at any matter per¬ 
taining to Geometry, without knowing what three was, or 
four? 

S: No one. 

T: What in Astronomy can be known without knowing 

number? How are we to perceive the risings and settings, 

the relative speeds of the wandering stars? How the phases 
of the moon, with their manifold variations? How the part of 
the zodiac occupied hy the sun or moon, or any of the 
planets? Are not all these things to be known according to 
the fixed and certain laws of numbers? And are they not, 
therefore, without numbers entirely unknowable? 

S: True indeed. 


40 


The Middle Ages 


T: What cause brings it about that, in Music, pitches eight 

steps apart sound alike? That pitches four or five steps apart 
are harmonious? That pitches fifteen steps apart are like- 
sounding and pitches eleven or twelve steps apart are har¬ 
monious? What are those measurements which join notes to 
notes so precisely that if a note becomes, in relation to 
another note, even a little higher or lower, it can no longer 
be in harmony with it? 

S: These measurements, by which the consonances concord, 

and the remaining pitches are so expertly joined together in 
order, are indeed wonderful. But go on and discuss what 
you wanted to discuss. 

T: I say, then, that there is a kind of equivalence at the octave, 

i.e. at the diapason, because the two notes in question stand 
in a ratio of one to two, e.g. 6:12 or 12:24. The intervals of 
the octave and the double octave are more perfect than 
those of the fourth and fifth. It is true, moreover, that the 
notes corresponding to the ratios in question are like-sound¬ 
ing or consonant because it is precisely these numbers, and 
these numbers alone, that are measured and counted in all 
disciplines, not just in Music alone. And it is for that reason 
that they are assigned to the consonances and to the remain¬ 
ing pitches as well. Or rather, it is the notes that are 
generated from the aforesaid numbers. 

Do you see now that Music cannot be explained except 
in numerical terms? 

S: I do, with all my heart. Arithmetic is unquestionably neces¬ 

sary to a knowledge of Music. 

T: Necessary indeed, for Music is entirely formed and fash¬ 

ioned after the image of numbers. And so it is number, by 
means of these fixed and established proportions of notes, 
that brings about whatever is pleasing to the ear in singing. 
Whatever pleasure rhythms yield, whether in song or in 
rhythmic movements of whatever sort, all is the work of 
number. Notes pass away quickly; numbers, however, 
though stained by the corporeal touch of pitches and mo¬ 
tions, remain. 

Gerbert, Scriptoras cccleahifitici do musicci ..., I (St. Blasien, 1784), 193-96. Trans, for this 

book by Lawrence Rosenwald. 
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Isidore of Seville (c. 560-636), encyclopedist and historian, defined music as 
follows: 

Music is the practical knowledge of melody, consisting of sound and 
song; and it is called music by derivation from the Muses. Since sound is 
a thing of sense it passes along into past time, and it is impressed on the 
memory. From this it was pretended by the poets that the Muses were 
the daughters of Jupiter and Memory. For unless sounds are held in the 
memory by man they perish, because they cannot be written down. 

Isidore of Seville, Etijiuolo^iantm sioe orif^inum libri ax, trans. E. Brehaut (New York: 
Columbia University, 1912), 136. 

From this it can be seen that the musical notation of classical antiquity had been 
totally lost by the beginning of the Middle Ages, and that all music was transmit¬ 
ted by oral tradition. So automatically did medieval thinkers associate music and 
singing with the processes of memory that St. Augustine employed it in a famous 
passage from his Confessions to illustrate his theory of time. Note that time is 
conceived of as a kind of moving point, representing the awareness of the 
present, that constantly encroaches upon the future and turns it into the past. It is 
not a measurable or divisible quantity; lengths of time are simply collections of 
successive and discrete 'hiows.’’ This conception of time is integrally bound up 
with the '‘additive’' quality of pre-fourteenth-century musical rhythm. The 
reforms of the Ars Nova in the fourteenth century (see p. 67 below) depended 
first of all on the supplanting of this theory of time by the more modern one of 
time as a systematically divisible entity, a view that arose in connection with 
the invention of clocks, just as Augustine’s theory fits the workings of an hour¬ 
glass. 

The mind performs three functions, those of expectation, attention, 
and memory. The future, which it expects, passes through the present, to 
which it attends, into the past, which it remembers. No one would deny 
that the future does not yet exist or that the past no longer exists. Yet in 
the mind there is both expectation of the future and remembrance of the 
past. Again, no one would deny that the present has no duration, since it 
exists only for the instant of its passage. Yet the mind’s attention persists, 
and through it that which is to be passes towards the state in which it is 
to be no more. So it is not future time that is long, but a long future is a 
long expectation of the future; and past time is not long, because it does 
not exist, but a long past is a long remembrance of the past. 

Suppose that I am going to recite a psalm that I know. Before I begin, 
my faculty of expectation is engaged by the whole of it. But once I have 
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The Carolingian propaganda that the Roman liturgy was composed by Pope 
Gregory the Great under divine inspiration is illustrated in a Frankish Sacra- 
inentary (a book prescribing the liturgy for Mass and Office) of c. 870. The pic¬ 
ture adapts a motif already established in illuminated manuscripts containing 
Gregory’s famous Homilies on Ezekiel. According to this tradition, the Pope, 
while dictating his commentary, often paused for a long time. This puzzled the 
scribe, who was separated from Gregory by a screen. So he peeped through and 
saw the dove of the Holy Ghost hovering at the head of St. Gregory, who 
resinned his dictation only when the dove removed its beak from his mouth. (It 
is from such representations of divine inspiration that we get our expression, '‘A 
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begun, as ninch of the psalm as I have removed from the provinee of ex¬ 
pectation and relegated to the past now engages my memory, and the 
scope of the action which I am performing is divided between the two 
facnlties of memory and expectation, the one looking back to what I have 
already recited, the other looking forward to the part which I have still to 
recite. But my faculty of attention is present all the while, and through it 
passes what was the future in the process of becoming the past. As the 
process continues, the province of memory is extended in proportion as 
that of expectation is reduced, until the whole of my expectation is ab¬ 
sorbed. This happens when I have finished my recitation and it has all 
passed into the province of memory. 

What is true of the whole psalm is also true of all its parts and of each 
syllable. It is true of any longer action in which I may be engaged and of 
which the recitation of the psalm may only be a small part. It is true of a 
man’s whole life, of which all his actions are parts. It is true of the whole 
history of mankind, of which each man’s life is a part. 

St. Augustine, Coiifes.siojis, trans. R. S. Pine-Coffin (Harmondsworth: Penguin Classics, 
1961), 277-78. Copyright © R. S, Pine-Coffin, 1961. Reprinted by permission of Penguin 
Books Ltd. 

The lack of a musical notation became a stumbling block when the Frankish king 
Charlemagne (742-814) sought alliance with the Pope as part of his strategy to 
bring about the political unification of Europe under his throne. One of the con¬ 
ditions of that unification was the standardization of the liturgy of the church and 
its attendant music according to the use of the Roman rite. Local liturgies of 
northern and central Europe (the so-called Gallican rite) had to be suppressed 
and supplanted by the imported chant of the Pope’s church. In the absence of a 
way of writing music down, the only means of accomplishing this was by import¬ 
ing cantors from Rome who could teach their chant by rote to the Frankish can¬ 
tors. The difficulty of the task was compounded by resistance. In order to per¬ 
suade the northern churches that the Roman chant was in fact better than theirs, 
it was claimed that Pope Gregory I (reigned 590-604)—who was actually an im¬ 
portant reformer of the liturgy but not, as far as we know, a musician—wrote the 
entire body of''Gregorian” chant directly inspired by the Holy Spirit. As a divine 
rather than a human creation, then, the Roman chant was lent the prestige it 
needed to triumph eventually over all local opposition. The two accounts given 
below of the early laborious attempts to reform an orally transmitted chant 


little bird told me.”) Such depictions of Gregory in musical connections all 
date, of course, from a period long after his death. The actual Gregory could not 
have dictated music under any circumstances, since in his time there was no 
way to write it down, as his contemporary Isidore of Seville (see p. 41) advises 
us quite explicitly. Paris, Bihliotlieqiie Rationale, MS Lat. 1141, fol. 3. All 
rights reserved. 
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vividly reflect the situation. One of them gives the Roman side of the story, the 
other the Frankish. Each side attempts to blame the other for the initial failure. 
The real culprit, though, was the lack of musical notation. 


From John the Deacon, Life of Gregory the Great (873-75) 

St. Gregory compiled a book of antiphons. He founded a schola which to 
this day performs the chant in the Church of Rome according to his in¬ 
structions. He also erected two dwellings for it, at St. Peter’s and at the 
Lateran palace, where are venerated the couch from which he gave les¬ 
sons in chant, the whip with which he threatened the boys, and the au¬ 
thentic antiphonal. Again and again Germans and Gauls were given the 
opportunity to learn this chant. But they were unable to preserve it un¬ 
corrupted, since they mixed elements of their own with the Gregori¬ 
an melodies, and their barbaric savageness was coupled with vocal 
crudeness and inability to execute the technicalities. 

Charlemagne too was struck, when in Rome, by the discordance be¬ 
tween Roman and Gallican singing, while the Franks argued that their 
chant was corrupted by our chanters with some poor melodies; ours 
probably showed the authentic antiphonal. On that occasion, so the story 
goes, Charlemagne asked whether the stream or the source carried the 
clearer water. When they answered the source, he added wisely, “Then 
we too, who till now drank the troubled water from the stream, must go 
back to the clarity of the source.” Hence he soon left two of his assiduous 
clerics with Hadrian. After good instruction they restored for him the 
early chant at Metz and, by way of Metz, all over Gaul. 

But after a long time, when those educated in Rome had died, 
Charlemagne discovered that the chant of the other churches differed 
from that of Metz. “We must return again to the source,” he said. And at 
his request—as present-day trustworthy information states—Hadrian 
sent two chanters, who convinced the king that all had corrupted the 
Roman chant through carelessness but that at Metz the differences were 
due to their natural savageness. 


From Mother Balbulus, De gestis Karoli 
Imperatoris (Life of Charlemagne) 

Deploring the widespread variety in chanted liturgy, Charlemagne got 
some experienced chanters from the Pope. Like twelve apostles they 
were sent from Rome to all provinces north of the Alps. Just as all Greeks 
and Romans were carping spitefully at the glory of the Franks, these 
clerics planned to vary their teaching so that neither the unity nor the 
consonance of the chant would spread in a kingdom and province other 
than their own. Received with honor, they were sent to the most impor- 
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tant cities where each of them taught as badly as he could. But in the 
course of time Charlemagne unmasked the plot, for each year he cele- 
brated the major feasts in a different place. Pope Leo [III, 795-816], in¬ 
formed of this, recalled the chanters and exiled or imprisoned them. 

The pontiff then confessed to Charlemagne that, if he would lend him 
others, they, blinded by the same spite, would not fail to deceive him 
again. He suggested smuggling two of the King’s most intelligent clerics 
into the papal schola “so that those who are with me do not find out that 
they are yours.” This was done successfully. These two chanters re¬ 
turned to Charlemagne; one was kept at court, the other sent to Metz at 
the request of the bishop. Because of the latter’s zeal the chant began to 
flourish not only there, but throughout Gaul. 

Translations of both excerpts slightly adapted and abridged from S.J.P. van Dijk, “Papal 
Schola versus Charlemagne,” in Organicae voces: Festschrift Joseph Smits van Waes- 
I)erghe (Amsterdam: Instituut voor Middeleeuwse Miiziekwetenschap, 1963), 23-24 
(John the Deacon), 27 (Notker). 

Another reason for the success of the Charlemagne-inspired standardization of 
liturgical music may have been the kind of pedagogical method described 
below. It will be recalled that one of Gregory’s relics mentioned by his biogra¬ 
pher was the “whip with which he threatened the boys,” so the eleventh-century 
report given here would seem to describe a time-honored practice. 

At Nocturns, and indeed at all the Hours, if the boys commit any fault 
in the psalmody or other singing, either by sleeping or such like trans¬ 
gression, let there be no sort of delay, but let them be stripped forthwith 
of frock and cowl, and beaten in their shirt only, with pliant and smooth 
osier rods provided for that special purpose. If any of them, weighed 
down with sleep, sing ill at Nocturns, then the master giveth into his 
hand a reasonably great book, to hold until he be well awake. At Matins 
the principal master standeth before them with a rod until all are in their 
seats and their faces well covered. At their uprising likewise, if they rise 
too slowly, the rod is straightway over them. In short, meseemeth that 
any King’s son could scarce be more carefully brought up in his palace 
than any boy in a well-ordered monastery. 

Costiimal of St. Benigne, Dijon (c. 1050), in Edward J. Dent, “The Social Aspects of 
Music,” Oxford History of Music, I (Oxford: Oxford University Press, 1901), 190-91. 
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Embellishing the Liturgy 


An interesting sidelight on the practice of music within oral tradition is the in¬ 
vention of the sequence. The monk Notker of St. Gall (called Balbulus, or “the 
stammerer”), whose biography of Charlemagne is cited above (p. 44), is best 
remembered as one of the early authors of these lengthy hymns that followed the 
Alleluia of the Mass. Their origins, as Notker relates, seem to have been humble 
and eminently practical—simply a way of remembering the melodiae, extra 
melismas that in Frankish times were used to amplify the already-lengthy 
juhilus, the wordless “sound[s] of joy” that so moved St. Augustine (see p. 30). 
By placing syllables on each of the notes, it was possible to transform the 
complicated melisma into a simple and easily-remembered song. There is irony 
here, though, for it was the very wordlessness of the jitbilus that had been, for 
Augustine, its chief glory. Another irony is the fact that the sequence, which 
began modestly and “functionally,” became one of the lengthiest, most decora¬ 
tive and literary parts of the Mass in the later Middle Ages and remained an inte¬ 
gral part of the liturgy until largely eliminated by the Counter Reformation. Had 
there been an adequate musical notation in Notker’s time, perhaps that great 
flowering of medieval devotional verse might never have been. 

To Liutward, who for his great sanctity has been raised in honor to be 
a high priest, a most worthy successor to that incomparable man, Euse¬ 
bius, Bishop of Vercelli; abbot of the monastery of the most holy Colum- 
banus, and defender of the cell of his disciple, the most gentle Callus; 
and also the arch-chaplain of the most glorious emperor Charlemagne, 
from Notker, the least of the monks of St. Call: 

When I was still young, and very long melodiae —repeatedly en¬ 
trusted to memory—escaped from my poor little head, I began to reason 
with myself how I could bind them fast. 

In the meantime it happened that a certain priest from Jumieges 
(recently laid waste by the Normans) came to us, bringing with him his 
antiphonary, in which some verses had been set to sequences; but they 
were in a very corrupt state. Upon closer inspection I was as bitterly 
disappointed in them as I had been delighted at first glance. 

Nevertheless, in imitation of them I began to write LAUDES DEO CON- 
CINAT, and further on COLUBER ADAE DECEPTOR. When I took these 
lines to my teacher Iso, he, commending my industry while taking pity 
on my lack of experience, praised what was pleasing, and what was not 
he set about to improve, saying, “The individual motions of the melody 
should receive separate syllables.” Hearing that, I immediately cor¬ 
rected those which fell under ia; those under le or lu, however, I left as 
too difficult; but later, with practice, I managed it easily. Instructed in 
this manner, I soon composed my second piece, PSALLAT ECCLESIA 
MATER ILLIBATA. 
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When I showed these little verses to my teacher Marcellus, he, filled 
with joy, had them copied as a group on a roll of parchment; and he gave 
out different pieces to different boys to be sung. And when he told me 
that I should collect them in a book and offer them as a gift to some emi¬ 
nent person, I shrank back in shame, thinking I would never be able to 
do that. 

Recently, however, I was asked by my brother Othar to write some¬ 
thing in your praise, and I considered myself—with good reason—un¬ 
equal to the task; but finally I worked up my courage (still with great 
pain and difficulty) that I might presume to dedicate this worthless little 
book to your highness. If I were to learn that anything in it had 
pleased you—as good as you are—to the extent that you might be of as¬ 
sistance to my brother with our lord the Emperor, I would hasten to 
send you the metrical life of St. Gall which I am working hard to 
complete (although I had already promised it to my brother Salomon) for 
you to examine, to keep, and to comment upon. 

Richard L. Crocker, The Earlij Medieval Sequence (Berkeley: The University of California 
Press, 1977), 1-2 (Preface to Notker’s Liber bymnoruin). 


The word “trope” is often applied to all medieval explanatory or merely decora¬ 
tive additions to the liturgy, but contemporary definitions are usually more re¬ 
strictive. “A trope,” wrote one thirteenth-century bishop, “is a kind of versicle that 
is sung on important feasts (for example, Christmas) immediately before the In- 
troit, as if a prelude.” The most important of tropes was the so-called Quern 
quaeritis dialogue at the tomb of the risen Christ. It exists as a kind of prelude to 
the Introit (“Resurrexi”) for the Easter Sunday Mass, and, in far more elaborate 
form, as an appendage to the Matins service, where it became a little play, 
replete with props and costumes. Thus did the “liturgical drama” of the Middle 
Ages have its beginnings. We have a remarkably detailed description of the per¬ 
formance of the Quern quaeritis play at Winchester Cathedral in England during 
the latter tenth century from the pen of Ethelwold, the Bishop of Winchester 
himself. 

While the third lesson is being chanted, let four brethren vest them¬ 
selves; of whom let one, vested in an alb, enter as though to take part in 
the service, and let him approach the sepulchre without attracting atten¬ 
tion and sit there quietly with a palm in his hand. While the third respon- 
sory is sung, let the remaining three follow, all of them vested in copes, 
and carrying in their hands censers filled with incense; and slowly, in 
the manner of seeking something, let them come before the place of the 
sepulchre. These things are done in imitation of the angel sitting at the 
monument, and of the women coming with spices to anoint the body of 
Jesus. When therefore that one seated shall see the three, as if straying 
about and seeking something, approach him, let him begin in a dulcet 
voice of medium pitch to sing: 

Whom do you seek in the sepulchre, O followers of Christ? 
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And when he has sung it to the end, let the three respond in unison: 

Jesus of Nazareth, which was crucified, O celestial one. 

Whereupon the first: 

He is not here; he is risen, just as he foretold. Go, announce that he has 
risen from the dead. 

At the word of this command let those three turn themselves to the 
choir, saying: 

Alleluia! The Lord is risen today; the strong lion, the Christ, the Son of 
God. Give thanks to God, eia! 

This said, let the one seated still, as if recalling them, sing the an¬ 
tiphon: 

Come and see the place where the Lord was laid. Alleluia! Alleluia! 

And saying this, let him rise, and let him lift the veil and show them 
the place bare of the cross, but only the cloths laid there in which the 
cross was wrapped. Seeing which, let them set down the censers which 
they had carried into the same sepulchre, and let them take up the cloth 
and spread it out before the eyes of the clergy; and, as if making known 
that the Lord had risen and was not now therein wrapped, let them sing 
this antiphon 

The Lord is risen from the sepulchre, who for us hung upon the cross. 

And let them place the cloth upon the altar. The antiphon being 
ended, let the Prior, rejoicing with them at the triumph of our King, in 
that, having conquered death. He rose again, begin the hymn: 

Te Deum laudamus. [We praise thee, O God.] 

And this begun, all the bells chime out together. 

Ethelwold, Concordia regularis (c. 975), trans. E. K. Chambers, in W. L. Smoldon, “The 
Easter Sepulchre Music Drama,” Music ir Letters, XXVII (1946), 5-6. 


14 

Musical Notation and Its Consequences 


The earliest forms of Western notation appeared in the Frankish lands in direct 
response to the need to transmit the Roman chant to the north (see above, p. 43). 
These so-called neumes were borrowed from the markings rhetoricians (like 
Quintilian, p. 12 above) used to indicate vocal inflections. Placed over lines of 
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text, they gave at best an approximation of pitch, and no indication whatsoever of 
rhythm. Such notation could serve only as a reminder to a singer who already 
knew the melody he was to sing. And that singer had to learn the melody in the 
first place by hearing it and repeating it until he knew it by heart: that is, by the 
rote method. The idea of being able to sing a melody one had never actually 
heard was inconceivable. Pitch was eventually fixed by means of the staff, first 
used in Frankish monasteries in Switzerland. It remained for trainers of choir¬ 
boys to devise methods to enable a reader to make a direct connection between 
the sounds of music and the signs that represented them. Among these teachers, 
Odo of Cluny and Guido of Arezzo were outstanding. Odo made extensive use of 
the monochord, an “instrument” that was used the way one uses the classroom 
piano today, to demonstrate the intervals and drill them until the pupil had as¬ 
similated them. In his Enchiridion niusices (“Musical Handbook, c. 935), Odo 
describes his teaching method and reveals, in his answer to the question “What 
is music?,” a newly practical attitude (compare it with the Scholia enchiriadis, 
p. 38 above) that suggests the waning of Platonic influence, and with it, the 
beginning of the end of medieval musical thought. 

Here begins the book also called Dialogus, written by Dom Odo, and 
concisely, fittingly, and admirably arranged for the benefit of its users. 

My dear brethren; you have asked me most earnestly to set down for 
you a few rules of music, such rules as children and simple people will 
understand, and by which they may with God’s help quickly acquire 
skill in singing. You made this request because you had heard that such 
an accomplishment was possible and had verified those reports care¬ 
fully. And indeed I have, while I have been with you, succeeded with 
God’s aid in teaching certain children and adolescents that art by those 
means, in such a way that in a short period of time—sometimes three 
days, sometimes four, sometimes a week—they learned, by themselves, 
a great number of antiphons, without having heard them sung by some¬ 
one else, but having only a proper transcription of them according to the 
rules. After a little while, they could perform them without hesitation. 
Just a few days later, moreover, they were able to sing accurately at sight, 
with no preparation, whatever had been written down in proper musical 
notation—an accomplishment which the common run of professional 
singers have not hitherto been able to equal, though many of them have 
spent fifty years in the study and practice of music and not learned a 
thing. 

At this point, you were even more eager than before. You urged, with 
vehement prayer and great pressure, that for the honor of God and His 
holy Mother Mary (in whose convent all this was taking place) rules 
should be set up, and the whole antiphoner transcribed properly, 
together with the formulas for the psalm tones. 

Trusting in your prayers, and bearing in mind the advice of our com¬ 
mon Father, I neither wish nor am able to let this work go. It is true, the 
theory of this art is a lengthy and difficult study among the scholars of our 
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time; let them cultivate it if they wish, I say, and go the whole length of 
the course. But those who take this little gift of God on its own terms will 
be content with the enjoyment of it alone. 

And now, so that you may better understand all this, and accept the 
truth of your own free will, let one of you step up and ask me questions. I 
will answer them as best I can, and as well as God has made me able. 

What is Music? 

The knowledge of how to sing accurately, and the direct and 
easy path toward the acquiring of that skill. 

How is that learned? 

Your schoolteacher first shows you all the letters of the 
alphabet on a slate; just so the musician will reveal to you all 
the notes used in a melody on the monochord. 

What sort of thing is the monochord? 

It is a long, rectangular wooden chest, hollow like a cithara; 
there is a string placed above it, by sounding which you may 
easily come to understand all the different notes. 

How is the string placed? 

A straight line is drawn lengthwise through the middle of the 
chest, with a one-inch space left blank at either end. Then a 
point is marked at either end. Then, in the space left blank, 
there are placed two bridges, with the stringsuspended above 
the line in such a way that the length of the string between the 
two bridges is equal to the length of the line. 

But how can just one string produce many pitches? 

The letters, or notes, which musicians use are placed along 
the line below the string; and as a movable bridge runs be¬ 
tween the line and the string along the letter, the string, 
becoming longer or shorter, reproduces every song perfectly. 
When some antiphon or another is sounded out for children by 
means of these letters, they learn it better and more quickly 
from the string than they would from a human being. Teach 
them in this way for a few months, and you can take the string 
away, and they will sing at sight, unhesitatingly, things they 
have never heard. 

Martin Gerbert, Scriptores ecclesiastici de mtisica ..., I (St. Blasien, 1784), 251 ff. Trans, for 
this book by Lawrence Rosenwald. 

Guido of Arezzo’s goals were the same as Odo’s: to reduce all practical situations 
to a set of basic principles or rules which could be applied confidently by the 
pupil. He scorned the monochord as “childish,” however, and preferred the use 
of memorized models of each musical interval, as he describes below in a famous 
passage from his Epistola de ignoto cantu (“Letter on singing unheard songs,” 
c. 1030). This method, too, is still employed by teachers of “ear training.” 
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And so, inspired with divine charity, I have shared this grace that 
God has given me unworthy as I am—with you and with as many other 
people as I could, as diligently and expeditiously as possible. My hope is 
that posterity will learn with ease those same church chants that I, with 
all my predecessors, could only learn with difficulty, and will bless us 
and our colleagues for what we have done. Then, perhaps, there will be, 
by God’s mercy, some remitting of my sins—or at least, from the good 
will of so many, some prayer on my behalf. Other students, after all, have 
prayed to God for their teachers, though they have gained from them in 
ten years of study only an imperfect knowledge of singing. What do you 
think will be done for us, who can train accomplished singers in a year, 
or two at most? Perhaps, of course, the habitual wickedness of mankind 
will be ungrateful for such blessings. But then will not God, who is just, 
reward us for our labor? Perhaps, again, someone will say that we 
deserve nothing, on the ground that God is responsible for all, and we 
can do nothing without Him. Heaven forbid! Even the apostle, knowing 
that God’s grace is at the bottom of everything, writes: ‘T have fought the 
good fight, I have finished the course, I have kept the faith; and now 
there is stored up for me a crown of justice.” Secure, then, in our hope 
of reward, let us pursue this useful work. And since, after all, storms 
must eventually yield to fair weather, let us set sail cheerfully and with 
good hope. 

In your captivity, however, you cannot, I suppose, easily put your 
trust in freedom. I will set out what has happened point by point. Pope 
John [XIX, reigned 1024-33], who governs the Roman church, heard of 
our schola’s reputation. He heard in particular of how, by means of our 
antiphoners, boys could learn songs they had never heard. He was 
greatly astonished, and sent three messengers to bring me to him. I went 
to Rome, therefore, together with Dom Grunwald, the venerable abbot, 
and Dom Peter, the provost of the canons of the church of Arezzo, a most 
learned man by the standards of our time. The Pope was most glad to see 
us, talked much with us, and asked a great many questions. He turned 
over the pages of our antiphoner as if it were some great prodigy, think¬ 
ing over in particular the rules prefixed to it. He did not stop, in fact, or 
move from the place in which he sat, until, fulfilling a vow he made, he 
had learned to sing one versicle that he had never heard. What he had 
hardly believed to be true of others he could not but acknowledge in 
himself. What more is there to say? I had to leave Rome soon—the sum¬ 
mer fevers in those wet and swampy places were death to me. We 
agreed, however, that when the winter returned I would return with it, 
to explain our work to the Pope, who had already tasted it, and to his 
clergy. 

A few days afterwards, I went to see Dom Guido, the Abbot of Pom- 
posia, our spiritual father, a man beloved of God and men for his virtue 
and wisdom, and a part of my very soul. He is an intelligent and percep- 
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The ^^GuUlonian HaiuL ^ As a further aid to the “singing of unknown songs/' a 
mnemonic scheme was borrowed from almanac makers (who had invented it to 
keep track of the calendar), in which the notes of the gamut were assigned to 
the various joints of tlie hand. Once the singer had mastered (usually by rote, of 
course) a table like the one shown here from a musical treatise copied in 1274, 
the choirmaster had hut to point to his hand, and out would come the tune. 
Milan, Bihlioteca Amhwsiana, MS D. 75. INF. 
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tive niiin. As soon as he saw our antiphoner, he at once approved it and 
believed in it. He was ashamed to have been formerly in agreement with 
our detractors, and begged me to come to Pomposia, saying that for me, a 
monk, a monastery was preferable to a bishop’s church, and this monas¬ 
tery in particular on account of its great intellectual zeal. It is now in fact, 
by the grace of God and the diligence of Guido, the most eminent, in this 
respect, in all Italy. 

But now, blessed brother, let us turn to the method by which a 
previously unknown melody is learned. The first and general rule is this: 
if you sound the letters, or notes, ot which each neume is composed on 
the monochord, and listen to them, you will be able to learn them as if 
you were hearing them from a teacher. But this rule is for little boys; it is 
useful for beginners, but harmful for those who go on. I have seen, in 
fact, a great many very intelligent scholars, men who had sought out as 
their teachers in this field not only Italians, but even Frenchmen and 
Germans, who, because they trusted in this rule alone, could never 
become—not musicians, not even singers—they could never become 
a match even for our little choirboys. In dealing with an unknown melo¬ 
dy, therefore, we ought not to look for the sound from some person or in¬ 
strument, like blind men who can go nowhere without a guide. Rather 
we ought to fix fast in our memories the characteristics of every note, 
every pattern of ascent and descent. Then, indeed, you will have a way 
of getting at a melody you have not heard sung, and a very reliable 
way—provided you also have someone to teach the method, and to teach 
it not only from what has been written down, but also informally, and 
orally. Indeed, after I began to teach this technique to boys, there were 
some who could sing new melodies easily in three days, which result 
could not have been obtained by other means in less than many weeks. 

Suppose, then, that you wish to commit some note or neume to mem¬ 
ory, in such a way that whenever you wish, in whatever melody 
(whether one you know or one you don’t), it will readily occur to you, and 
you will be able to reproduce it without hesitation. In that case, you must 
locate that note or neume in the beginning of some melody you know 
very well. And for each note to be retained in the memory, you must 
have a melody of this sort at your beck and call beginning on the note in 
question. Take this melody, for example, which I use in teaching boys 
both at the beginning and the end of the course: 


UT queant laxis 
RE — sonare fibris 
MI - ra gestorum 
FA - muli tuorum 
SOL - ve reati 
LA - bii reatum 
Sancte Joannes. 


[O for thy spirit, holy John, to chasten lips sin- 
polluted, fettered tongues to loosen; so by thy 
children might thy deeds of wonder meetly be 
chanted. 

—Hymn for the feast of 
St. John the Baptist.] 
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Do you see how this melody begins, in eaeh of its six phrases, on a 
different note? Now if someone has studied and learned the beginning of 
each phrase in such a way that he can sing readily whatever part he 
wishes, then whenever he sees those same six notes on which the sever¬ 
al sections begin, he will be able to sing them properly and exactly. 
Moreover, hearing some neume without seeing it written, he will think 
it over, and decide which of the phrases fits best with the end of the 
neume—fits, that is, so that the last note of the neume and the first note 
of the phrase in the melody above are the same. Let him be certain, how¬ 
ever, that the neume ends on that note on which the phrase above appro¬ 
priate to it begins. 

Now if you begin to sing some melody you do not know beforehand, 
but do have written out in front of you, you must be careful to end each 
neume properly, and take care that the end of each neume is well joined 
to the beginning of that phrase which begins on the same note as that on 
which the neume ends. If you want to sing new songs as soon as you see 
them, and to comprehend quickly those that you hear and are to write 
down quickly, this rule will be of the greatest help to you. 

Gerbert, Scrip to res . .. , II, 43 ff. Tmns. for this book by Lawrence Rosenwakl. 

It would be difficult to overestimate the importance of the work of these monks. 
If there was a single greatest revolution in the history of Western music, this was 
undoubtedly it. For the conversion of the Western tradition of music into a literate 
one determined all future development of the art. Innovation was now in¬ 
finitely facilitated, and so musical style began to change with increasing rapidi¬ 
ty. Moreover, the refinement of musical notation and training made the cultiva¬ 
tion of polyphony on a grand scale really practicable for the first time, and it is no 
coincidence that the history of polyphonic music—which above all sets Western 
music apait from all other traditions—begins at precisely this time. Ecpially im¬ 
portant, the philosophical outlook of Western man on music was fundamentally 
changed. Music now became for him—we should say for us —increasingly what 
medieval writers called a res facta, a '‘made thing,’’ on which craftsmanship was 
to be lavished, and whose quality and originality commanded respect. One even¬ 
tual result of this change was the gradual elevation of the composer, the one 
who made the res facta, over Boethius’s speculative “musician” (see above, 
p. 37). 

Of course, the Guidonian reforms did not take hold instantly; rote methods 
and oral transmission persisted for a long time, witness Chaucer’s description 
of a fourteenth-century English choirboy. 

A litel scole ot Glisten folk ther stood 
Doun at the further ende, in whieh there were 
Children an beep, yeomen of Cristen blood. 

That lerned in that scole year by year 
Swich maner doctrine as men used there. 
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This is to seyii, to singen and to rede, 

As sniale children doon in hir childhede. 

Among these children was a widwes sonne, 
A litel clergeon, seven ycers of age, 

That day by day to scole as was his wone 
And eek also, wher-as he saugh th’image 
Of Cristes moder, hadde he in usage 
As him was taught, to knele adoun and seye 
His Ave Marie as he goth hy the way. 


This litel child, his litel hook lerninge. 

As he sat in the scole at his prymer. 

He Alina vedeinptoris herde singe. 

As children learned hir antiphoner 

And, as he droste, he drough him ner and ner. 

And herkened ay the wordes and the note. 

Til he the first vers coude all by rote. 

The Canterbury Tales, "‘The Prioresses Tale,” lines 43-56, 64-70 


15 

Music in Courtly Life 


In the poems of the Provengal troubadours, the German minnesingers, and the 
other medieval singers of courtly love and the knightly tradition, we may ob¬ 
serve a close interrelationship of music with the life of the times that parallels 
in the secular realm the honored place of music within the church. The 
knightly life was itself a kind of ritual, courtly love a kind of religion. Like the 
music of the Church, the poetry and music of the noble troubadour were sober 
and reflective, and served to elevate and memorialize the permanent values of 
life, such as were worthy of commemoration in writing. These values included 
service to lord and lady, the idealization of love, and the fervor of the Crusades. 
We know a good deal about several of the troubadours, thanks to the way in 
which their poetry and music were preserved. The songs of knighthood are 
found in rich manuscripts known as chansonniers. These were never used for 
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performance; most performing musicians were still illiterate at this stage. 
Rather, chansonniers were commemorational and honorific in purpose. In 
them, the songs of the best of the troubadours were arranged by author and 
were interspersed with introductory and connective prose that related the life 
of the poet to his songs. It is from these connecting passages that accompany his 
works in the chansonniers that we have assembled the life of the troubadour 
Raimbaut de Vaqueiras (1180-1207). His span of years was short but nonethe¬ 
less contained everything that characterized the typical knightly poet’s career, 
all colored by one central and highly unusual fact: Raimbaut was not of noble 
birth, but managed to advance himself by his art. In him we have the rare phe¬ 
nomenon of one who began as a despised jongleur, or professional musician, 
but was eventually able to call his master his brother in arms and to aspire to 
the love of the Marquis’s sister. His extraordinary gifts of spontaneous inven¬ 
tion, which no doubt had a great deal to do with his rise in the world, are amply 
demonstrated in the concluding anecdote, one of the most famous of all 
troubadour tales. Notice, too, how every change in the poet’s life is reflected, 
indeed sometimes even brought about, by his art, for a troubadour’s art mir¬ 
rored his life. Like most of the troubadours who served a lady, Raimbaut in¬ 
vents a name to shield her identity, for, as usual in such cases, she was some¬ 
one else’s wife. 

Raimbaut was the son of a poor knight from the castle of Vaqueiras in 
Proensa, called Peirols, who owned no land. And so Raimbaut became a 
jongleur and served many a year with William of Baux, Prince of Orange 
[Guillaume IV, 1182-1218]. He knew well the art of song and could 
make shapely stanzas and praise his master in verse. The Prince of 
Orange rewarded him with substantial favors and great honors and 
brought his poetry into high esteem among great personages. But then 
Raimbaut left his seivice and went instead to Montferrat in Italy, to his 
lordship the Marquis Boniface, and remained there a long time. He 
became so adept at the arts of war that the Marquis made him his knight 
and brother in arms. 

And then did Raimbaut fall in love with Beatrice, the Marquis’s sister, 
who was married to Enrico, lord of Carreto. For her he made his finest 
songs. And in them he called her Bel-Cavalier, because of an incident 
which he observed through the crevice of the door to Beatrice’s 
chamber, when she thought herself alone. One day, when the Marquis, 
returned from the hunt, paid her his usual visit, he left his sword in her 
apartment. And the lady Beatiice pulled off the long robe she wore, and 
girding on the sword like a knight, she drew it from the scabbard, tossed 
it in the air, caught it again with skill and wheeled about to the right and to 
the left. And Raimbaut, observing this through the crevice in the door as 
has been said, ever after gave her the name of Bel-Cavalier in his songs. 

Then one day, as he had a favorable access to Beatrice, he said to her, 
“Vouchsafe, my lady, to give me your advice; I stand in great need of 
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counsel. I love a gentle lady, full of grace and merit. I converse with her 
continually, without daring to let her know my affection; so much do I 
stand in awe of her virtue. For heaven’s and for pity’s sake, tell me 
whether I ought to die for love, from the fear of making it known.” 

“Every loyal lover,” replied Beatrice, “who attaches himself to a lady 
of merit, whom he fears as well as respects, always explains his sen¬ 
timents before he suffers himself to die for her sake. I advise you to 
declare your love, and to request your lady to retain you as her servant 
and her fiiend. If she is wise, and courteous, she will neither take it 
amiss, nor think herself dishonored; for you are so good, that there is no 
lady in the world, who ought not freely to receive you as her knight.” 

And Raimbaut, on hearing this advice and the assurance that she gave 
him, told her that she was indeed the lady whom he so adored. And the 
lady Beatrice said to him, “Welcome, my new-found lover! Try more and 
more, by your speech and by your deeds, to make yourself worthy to 
seiwe me. I retain you for my knight.” And then straightaway did Raim¬ 
baut celebrate his felicity in a song. 

But then commenced a time of sadness for Raimbaut. The more did 
Beatrice favor her knight, the more desirous were the envious to ruin 
him in her esteem. “Who is this Raimbaut de Vaqueiras, then, though 
the Marquis has made him a knight, that he should presume to love so 
exalted a lady as yourself? Know, that this does honor neither to you nor 
to the Marquis.” And so much evil gossip was spread about that the lady 
Beatrice became enraged with Raimbaut. And when Raimbaut besought 
her for her love and begged her for mercy, she told him that he ought to 
carry his love to other ladies who were made for him, and that she would 
never have anything more to say to him. And such became Raimbaut’s 
sorrow as was related above. He ceased to sing of love or to laugh or 
enjoy any pleasurable thing. But the lovers were reconciled by a song. 

At this time there came to the Marquis’s court two jongleurs from 
France, who knew how to play surpassingly well upon their fiddles. And 
one day they were fiddling an estampie which gave great pleasure to the 
Marquis and to all the knights and ladies. Only Raimbaut enjoyed it not, 
which did not escape the notice of the Marquis. He said, “What ails you. 
Sir Raimbaut, that you do not sing but are so sad in the presence of the 
sweet sound of the fiddles and also so beautiful a lady as my sister who 
has taken you for her knight, and who is the most estimable lady in the 
world?” But Raimbaut answered that he could do nought else. The 
Marquis knew well the reason and said to his sister, “My lady Beatrice, 
for love of me and of all the company, I would have you deign to bid 
Raimbaut, for love of you and for your grace, to cheer up and sing mer¬ 
rily as was his wont.” And lady Beatrice showed Raimbaut her mercy 
and forgiveness, and bade him make her a new song. And straightaway 
Raimbaut fashioned this song cleverly to the very strains of the fid¬ 
dlers’ estampie: 
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Kalencla may a 
Ni fiielhs de fay a 
Ni chanz d’auzelh 
Ni flors de glaya 
Non es que'in playa. 
Pros domna guaya, 
Tro quTin ysnelh 
Messatgier aya 
De vostre belli 
Cors qu’eiii retraya 
Plazer novelh 
Qii’aniors ni'atraya 
E jay a 
E’ni tray a 

Na VOS domna veraya. 
E chaya 
De playa 
’L gelos 

Ans qiie’ni n’estraya. 


The first of May, 
neither leaf of beech 
nor song of bird 
nor gladiolus bloom 
pleases me, 
lady noble and gay, 
until I receive 
a speedy messenger 
from your fair self 
who will tell me 
the new delight 
which love brings me, 
and joy; 

and which draws me 
toward you, true lady. 
And may he 
die of his wounds, 
the jealous one, 
before I take my leave. 


Compiled from the razos in Camille Chahaneaii, Les Biographies des troubadours en 
lan^ue provencale (Paris, 1885), 85-88, collated with versions in S. Dobson, The Literary 
History of the Troubadours (London, 1807) and John Rutherford, The Troubadours: Their 
Loves and Their Lyrics (London, 1873). Text and translation of the song based on Archibald 
T. Davison and Willi Apel, Historical Antholoy^y of Music, I (Cambridge: Harvard Univer¬ 
sity Press, 1946), 16, 241. 

Descriptions of scenes of music-making in medieval literature are scanty and 
usually unreliable. The glimpse of the carole, or circle dance, in the Roman de la 
rose {c. 1235), on the other hand, rings true and is for that reason of great value. It 
confirms the intimate bonds between song and dance in knightly times, and also 
gives an idea of the dance's instrumental accompaniment. The use of the vielle, 
or fiddle, is confirmed by Johannes de Grocheo (see below, p. 65) some seventy 
years later, and the use of tambourines to accompany dancing is corroborated by 
many contemporary pictures. A retrouen^e, the form of the dance described in 
the text, is a song with refrain, a popular genre (more common ones being the 
rondeau and virelai) that was just beginning to find a place in written-down “art 
music" sources. Its origins were clearly as described here, in impromptu perform¬ 
ance by jo/ig/cur.s, who had little to do with the lofty types of music we have 
referred to above (p. 54) as res facta. Thousands of these songs came and went, 
leaving scarcely a trace in the written records by which we can know the past, 
save for fleeting “snapshots" like this one. 


Now see the carol go! Each man and maid 
Most daintily steps out with many a turn 
And arabesque upon the tender grass. 

See there the flutists and the ministrel men, 
Performers on the fiddle! Now they sing 
A retrouenge, a tune from old Lorraine; 
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For it has better songs than other lands. 

A troop of skillful jongleurs thereabout 

Well played their parts, and girls with tambourines 

Danced jollily, and, finishing each tune, 

Th rew high their instruments, and as these fell 
Caught each on finger tip, and never failed. 

Two graceful demoiselles in sheerest clothes. 

Their hair in coifferings alike arrayed. 

Most coyly tempted Mirth to join the dance. 

Unutterably quaint their motions were: 

Insinnatingly each one approached 
The other, till, almost together clasped, 

Each one her partner’s darting lips just grazed 
So that it seemed their kisses were exchanged. 

I can’t describe for you each lithesome glide 
Their bodies made—but they knew how to dance! 

Forever would I gladly have remained 
So long as I could see these joyful folk 
In caroling and dancing thus e.xcel themselves. 

Guillaume cle Lorris, Roinai) dc la rose, tran.s. Harry VV. Robbins (New York- Dutton 
1962), 16-17 (11. 75.3-76). 


16 

The Emergence of Polyphony 


The origins of polyphony are very difficult to trace, and the question of what con- 
situtes its first appearance in the surviving documents has been much debated. 
The evidence suggests that early polyphony did not consist of ‘‘compositions'’ at 
all but was a way of amplifying monophonic chants in performance. Ambiguous 
terminology is also a problem; we cannot say for sure what many crucial words in 
the texts below actually mean. Our earliest example, from Bishop Aldhelm, 
could just as easily refer to antiphonal as to polyphonic singing, perhaps more so 
in view of the author's reference to “men of old” (compare Biblical descriptions 
of psalmody, p. 18). And Johannes Scotus Erigena does not explicitly state that 
the notes he speaks of combining are to be combined simultaneously: he could 
as well be speaking of melody as harmony. The earliest unquestionable refer¬ 
ences to simultaneously-sounding consonances are found in the ninth-century 
writings of Hucbald and Regino given below, and the first treatise to give unam¬ 
biguous directions for polyphonic singing is the Musica enchiriadis of the early 
tenth century. 
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Chanting in voices blending happily together, they sang, “Blessed is 
he who cometh in the name of the Lord.” And we in our humble way, 
relying on the unquestioned authority of the men of old, observe the 
same practice with due solemnity: on the holy festival of Palm Sunday 
we divide into two groups, singing with melodious voices and crying out 
“Hosanna” with two bodies of singers, in joyful and triumphant melody. 

Aldhelm, Bishop of Sherborne (640-709), trans. Anselm Hughes in The New Oxford Histo¬ 
ry of Music, II (London: Oxford University Press, 1954), 272. 


Just as a melody consists of notes of different character and pitch, 
which show considerable disagreement when they are heard individu¬ 
ally and separately, but provide a certain natural charm when they are 
combined in one or another of the modes, in accordance with definite 
and reasoned principles of musical science; so the universe, in accord¬ 
ance with the uniform will of the creator, is welded into one harmonious 
whole from the different subdivisions of nature, which disagree with 
each other when they are examined individually. 

Johannes Scotus Erigena (c. 8I5-c. 877), trans. Hughes, ibid., 273 (from De divisione na¬ 
turae). 

Consonance is the judicious and harmonious mixture of two tones, 
which exists only if two tones, produced from different sources, meet in 
one joint sound, as happens when a boy’s voice and a man’s voice sing 
the same thing, or in that which they commonly call organum. 

Hucbald (c. 840-c. 930), in Gustave Reese, Music in the Middle A^es (New York: W. W. 
Norton & Company, Inc., 1940), 253 (from De harmonica institutione). 

When one hears two strings at once, and one of them sounds a low 
note and the other a high one, and the two sounds are mixed in one 
sweet sound, as if the two voices had blended into one, then they are 
making what one calls a consonance. 

Regino of Prum (d. 915), in Martin Gerbert, Scriptores ecclesiastici de inusica . .., I (St. 
Blasien, 1784), 237 (from Epistola de harmonica institutione). Trans. R. T. 

To “improvise” polyphony, of course, no notation is needed, and its practice in 
oral tradition was presumably widespread, although the evidence is scanty. A 
valuable testimony is this eyewitness acount of the practices of Welsh folk 
musicians in the late twelfth century: 

Among these people I find a commendable diligence on musical in¬ 
struments, on which they are more skilled than any nation we have seen. 
For among them, the execution is not slow and solemn as on the English 
instruments to which we are accustomed, but it is rapid and lively, 
though the sound is soft and pleasant. It is astonishing that, with such a 


The Emergence of Polyphony 


61 


rapid plucking of the fingers, the musical rhythm is preserved, and with 
art unimpaired in spite of everything, the melody is finished and remains 
agreeable, with such smooth rapidity, such unequaled evenness, such 
mellifluous harmony throughout the varied tunes and the many in¬ 
tricacies of the part music. 

When they make music together, they sing their tunes not in unison, 
as is done elsewhere, but in parts with many simultaneous modes and 
phrases. Therefore, in a group of singers (which one very often meets 
with in Wales) you will hear as many melodies as there are people, and a 
distinct variety of parts; yet, they all accord in one consonant and proper¬ 
ly constituted composition. In the northern districts of Britain, beyond 
the Humber and round about York, the inhabitants use a similar kind of 
singing in harmony, but in only two different parts, one singing quietly 
in a low register, and the other soothing and charming the ear above. 
This specialty of this race is no product of trained musicians, but was 
acquired through long-standing popular practices. 

The Pelican History of Music, ed. Alec Robertson and Denis Stevens, I (Harmondsworth: 
Penguin Books, 1960), 246-47; and History of Western Music, ed. Frederick Sternfeld, I 
(New York: Praeger, 1973), 264 (from Giraldus Cambrensis, Descriptio Cambriae [1198]). 

The earliest polyphonic schools were centered around monasteries in France, 
England, and Spain. The first classic period of Western polyphonic music was 
reached with the school of Notre Dame in Paris in the twelfth and thirteenth cen¬ 
turies. The Parisian musicians were the first to solve the remaining notational 
problem—the fixing of definite rhythm. Their leaders were among the first com¬ 
posers to be honored as “personalities,"’ and who exist as names for us, thanks to 
a set of lecture notes by an Englishman who either studied or taught at the Uni¬ 
versity of Paris in the second quarter of the thirteenth century. In his brief ac¬ 
count, “Anonymous IV” (so called because his is the fourth in a series of anony¬ 
mous treatises published in 1864) gives us a great deal of information, almost all 
of which—except the composers" names—is confirmed in the musical sources of 
the time. Definitions of some of the musical terms Anonymous IV uses will be 
found in the extracts from Johannes de Grocheo (see p. 63). The word clausula is 
left untranslated, because it has so many meanings. Here it means a section that 
can be inserted into a preexisting composition, either to amplify it or (as Anony¬ 
mous IV implies) to replace sections of the earlier composition. The word can 
also stand for a short independent composition. 

Master Leoninus was generally known as the best composer of 
organum, who made the great book (Magnus Liber) of organa for Mass 
and Office for the enhancement of the Divine Service. This book was in 
use until the time of the great Perotinus, who shortened it and substi¬ 
tuted a great many better claiistilae, because he was the best composer of 
discant and better than Leoninus. Moreover, this same Master Perotinus 
wrote excellent compositions for four voices, such as Viderunt {omnes 
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the Gradual for the third Mass of Christmas Day] and Sederunt [prin- 
cipes, the Gradual of the Feast of St. Stephen, Martyr], replete with art¬ 
ful musical turns and figures, as well as a considerable number of very 
famous pieces for three voices, such as the Alleluias Posui adiutorium, 
Nativitas, etc. Besides, he also composed conductus, such as Dum 
sigilliwi summi patris, and monophonic conductus, e.g. Beatci viscera, 
and lots more. The book, or rather books, of Master Perotinus have 
remained in use in the choir of the Church of Our Blessed Virgin in Paris 
[i.e., Notre Dame] until the present day. 

Stenifeld, History, I, 103, 106 (from Anon. IV, De mensuris et discantii [c. 1272]). 

If St. Augustine’s candid delineation of his ambivalence to music (see p. 31) 
reveals a touching sensitivity to the physical beauties of sound, some later repre¬ 
sentatives of the clergy seem to have been able to rid themselves entirely of such 
sympathies. The music under discussion below is probably polyphonic; its tex¬ 
tures are viewed as a distraction from the real purpose of liturgical music. The 
strictures of John of Salisbury (d. 1180) constitute an interesting and even more 
extreme precedent for the more famous protest by Pope John XXII in the early 
fourteenth century (see below, p. 71). But then, the singers of his time (and 
many since) were probably not entirely undeserving of censure. 

Music sidlies the Divine Service, for in the very sight of God, in the 
sacred recesses of the sanctuary itself, the singers attempt, with the 
lewdness of a lascivious singing voice and a singularly foppish manner, 
to feminize all their spellbound little followers with the girlish way 
they render the notes and end the phrases. Gould you but hear the ef¬ 
fete emotings of their before-singing and their after-singing, their sing¬ 
ing and their counter-singing, their in-between-singing and their ill-ad¬ 
vised singing, you would think it an ensemble of sirens, not of men; 
and you would be astounded by the singers’ facility, with which indeed 
neither that of the parrot or the nightingale, nor of whatever else there 
may be that is more remarkable in this kind, can compare. Indeed, such 
is their glibness in running up and down the scale, such their cutting 
apart or their conjoining of notes, such their repetition or their elision 
of single phrases of the text—to such an extent are the high or even the 
highest notes mixed together with the low or lowest ones—that the ears 
are almost completely divested of their critical power, and the intellect, 
which pleasureableness of so much sweetness has caressed insensate, 
is impotent to judge the merits of the things heard. Indeed, when such 
practices go too far, they can more easily occasion titillation between 
the legs than a sense of devotion in the brain. 

William Dalglish, “The Origin of the Hocket,“Joanu;/ of the American Mtisicolo^ical So¬ 
ciety, XXXI (1978), 7 (from John of Salisbury, Policratus [1159]). 
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The Forms and Practices of Music, c. 1300 


Our most extensive selection from a single medieval souree is a series of extracts 
from the invaluable treatise De miisica (On Music) by a Parisian musician who 
lived near the beginning of the fourteenth century. Johannes de Grocheo’s trea¬ 
tise is virtually unique among musical writings of the middle ages in that it 
breaks completely with earlier neo-Platonist traditions. Grocheo deals only with 
niusica instrumentalis, and in this he approaches our modern view of what music 
is. For him a musician is not a philosopher but a craftsman, and he positively 
blasts the Boethian speculative concept of music (see above, p. 33) as hypocriti¬ 
cal or at the very least outmoded. What is more, he goes on to make his own 
‘division” of the science of music, and this division is ruled by what we might 
call the “sociological” aspects of the art. In short, Grocheo could not care less 
how heard melodies relate to the unheard, but he is very much concerned with 
how they relate to those who hear them. For all these reasons we might in retro¬ 
spect look upon Johannes de Grocheo as the first “Renaissance man” in the histo¬ 
ry of musical thought. 

Certain people have divided music into three types, as for example 
Boethius and his followers have done in their treatises. They say that one 
type is musica miindana, another Humana, and the third instrumentalis. 
Those who make this kind of distinction either invent their opinion, or 
they wish to obey Pythagoreans or others more than the truth, or they are 
ignorant of nature and logic. First of all, they say that, as a whole, music 
is a science concerning measured sound. Nevertheless, celestial bodies 
in movement do not make a sound. Nor also is sound properly to be 
found in the human constitution. Who has heard a constitution sound¬ 
ing? Nor is it pertinent for a musician to treat the song of angels, unless 
he is at the same time a theologian and a prophet; no one can have any 
experience of such song except by divine inspiration. When they say 
the planets sing, they seem to be ignorant of what sound is. 

For us it is not easy to divide music correctly, since, in a correct 
division, the dividing factors ought to exhaust the full nature of the 
whole that is divided. The parts of music are many and diverse according 
to diverse uses, diverse idioms, or diverse languages in diverse cities or 
regions. If we, however, will have it divided according to how men in 
Paris use it, our intention will seem to be sufficiently carried out, since in 
our day the principles of any liberal art are diligently sought out in Paris 
and their uses are explored there. 

The music which men in Paris use can, so it seems, be broken down 
into three broad categories. We say that one category is that of simple 
[i.e., monophonic] music, which they call vulgar [i.e., vernacular] 
music. Another is that of compound [i.e., polyphonic] music, which they 
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call measured music [“measured, ’ here, does not refer to rhythm but to 
polyphony, for consonances and dissonances are also measurable]. The 
third type is called ecclesiastic and is designed for praising the Creator. 

Vulgar: Musical forms contained under the first category, which we 
have named vulgar music, are of two types: either they are performed by 
the human voice or by artificial instruments. Those which are performed 
by the human voice are of two types. We call these either a cantus or a 
cantilena. 

The context makes it clear that the distinction between cantiis and cantilena is 
primarily a matter of the presence or absence of a refrain. This, in turn, is an im¬ 
portant style and “class” distinction, for music with refrain is essentially popidar 
dance music with or without words (see the extract from the Roman cle la rose 
above, p. 58), while cantus encompasses the more elevated songs of the 
trouveres, the northern French counterparts of the Proven 9 al troubadours. These 
songs existed in many genres, from epic narratives to songs of courtly love. 

A cantus is called chanson de geste if it relates the deeds of heroes 
and the achievements of our ancient fathers, such as the life and martyr¬ 
dom of various saints, the battles and difficulties which men of old un¬ 
derwent for their faith and belief, the life of the Blessed Stephen, and 
the history of Charlemagne. This kind of song ought to be provided for 
old men, working citizens, and for average people when they rest from 
their accustomed labor, so that, having heard the miseries and calamities 
of others, they may more easily bear up under their own, and go about 
their own tasks more gladly. 

A cantus coronatus is normally composed by kings and nobles and 
performed before kings and princes of the earth so that it may move their 
souls to audacity and bravery, to magnanimity and liberality, which lead 
all things to a good order. This kind of song is about delightful and 
serious subjects, such as friendship and charity. 

A particular kind of cantilena is called round or rotundellus by many, 
for the reason that it turns back on itself in the manner of a circle and 
begins and ends in the same way. We, however, call round or rotun¬ 
dellus only that whose parts do not have a different melody from the mel¬ 
ody of their response or refrain. It is the custom in the West, for ex¬ 
ample in Normandy, for girls and young men to sing a cantilena of this 
type to enhance their festivals and great gatherings. 

The best translation of rotundellus would be into French: rondeau. This is a 
dance song with refrain, with the musical structure ABaAabAB (capital letters 
here standing for the refrain, small letters for repetitions of music to new words). 
In this scheme the music of the refrain is the same as the music of the verses, just 
as Grocheo describes it. In the other refrain forms he mentions (the instrumental 
ductia and stantipes, both varieties of the dance genre known as estarnpie) , the 
refrain is musically distinct from the so-called puncta. The dance forms are open 
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forms, capable of infinite extension (A-fi-B-R-C-fi-D-f?... etc.), while the ron¬ 
deau is “closed ” and self-contained. 

The method of composing all these types is normally the same. First, 
words are provided as raw material, afterwards a melody is adapted to 
the text in an appropriate way. Let us now turn to instrumental forms. 

Instruments are divided by some people on the basis of how they 
generate artificial sound. They say that sound on instruments is made by 
the breath, as in trumpets, reed instruments, flutes, and organs; or by per¬ 
cussion, as in strings, drums, cymbals, and bells. Among these, stringed 
instruments occupy the chief place, i.e., the psaltery, harp, lute and fid¬ 
dle. And here, of all the instruments of the string family, so we feel, the 
fiddle occupies the main place, for a good performer on the fiddle uses 
normally every kind of cantus and cantilena and every musical form. 
Those, however, that are commonly performed before the wealthy in 
feasts and games, are, besides the cantus coronatus about which we 
have talked before, the ductia and stantipes. 

A ductia is an untexted piece, measured with an appropriate percus¬ 
sive beat. I say untexted since, although it can be performed by the 
human voice and represented in notation, it cannot, however, be written 
in words, for it is lacking in word and text. But I say with an appropriate 
percussive beat because these beats measure it and the movement of the 
performer, and excite the soul of man to move ornately according to the 
art they call dancing. A stantipes is also an untexted piece of a 
complicated nature; it makes the soul of the performer and also the soul 
of the listener pay close attention and frequently turns the soul of the 
wealthy from depraved thinking. 

The sections of ductia and stantipes are commonly called puncta. A 
punctum is a systematic joining together of two sections alike in their 
beginning, differing in their end, which are usually called close and 
open. To compose ductia and stantipes is to shape the sound through 
puncta and correct beats. Just as natural material is shaped by natural 
form, so the sound is shaped by puncta and by the artificial form given to 
it by the craftsman. 

Measured music: Certain people, relying on experiment, discovered 
a kind of song in two voices dependent on both perfect and imperfect 
consonances. But others, relying on the three perfect consonances, have 
invented a song in three voices, regulated by a uniform measure, which 
they have called a precisely measured song; it is this type of song that 
present-day people in Paris use. We divide it into three broad categories 
according to the custom of people today, that is, motets, organum and 
cut-up song which they call hocket. 

A motet is a song composed of many voices, having many words or a 
variety of syllables, everywhere sounding in harmony. Each line ought 
to have a text with the exception of the tenor, which in some has a text 
and in others not. This kind of song ought not to be propagated among the 
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vulgar, since they do not understand its subtlety nor do they delight in 
hearing it, but it should be performed for the learned and those who seek 
after the subtleties of the arts. And it is normally performed at their feasts 
for their edification, just as the cantilena which is called rotiindeUiis is 
performed at the feasts of the vulgar. 

Organum is a song composed harmonically of many voices, with only 
one text. This kind of song is varied in two ways. There is one type 
which is based on a given [i.e., preexistent] melody, that is, an eccle¬ 
siastical one. This is sung in churches or holy places for the praise of God 
and reverence of His high place. And this kind of song is what is proper¬ 
ly called organiim. The other is based on a melody composed at the same 
time as the rest [i.e., not preexistent]. This is normally sung at parties 
and feasts given by the learned and the rich. And, taking its name from 
this, it is called by the appropriate name conductus. 

Hocket is a cut-up song, composed in two or more voices. This kind of 
song is pleasing to the hot-tempered and to young men because of its 
mobility and speed. Like seeks out like and is delighted by like. 

Wishing to compose measured music, one first should arrange or 
compose the tenor and give to it mode and measure. The principal part 
ought to be fashioned first, since it is then used to fashion the others. I 
say arrange since in motets and in organum the tenor is taken from an old 
song and is previously composed, but is laid out by craftsmen in rhyth¬ 
mic patterns. The tenor having been composed or arranged, one ought to 
compose or arrange the motetus above it. Finally the triplum [whence 
our English treble] ought to be superimposed on these, to fill out the 
consonances. 

Johannes de Grocheo, De musica, trans. Albert Seay (Colorado Springs: The Colorado 
College Music Press, 1974), 10-11, 15-16, 18—21, 25—27, abridged. Reprinted by permis¬ 
sion of The Colorado College Music Press. 

The method of composition Grocheo refers to in his discussion of “measured 
music” is one that is apt to strike us today as somewhat odd. The various lines of 
a polyphonic texture were not conceived all at once, but were added in layers, 
“from the ground up,” over a preexistent melody usually derived from a favorite 
Gregorian chant. The little treatise Tractatus cantiis mensiirabilis (Treatise on 
Measured Song, c. 1400) by the minor theorist Aegidius of Murino is a compact 
and laconic musical cookbook, in which succinct practical instructions are 
given for putting together {componere) a motet according to this method (called 
“successive”). About a quarter of this very short manual is given below. Partic¬ 
ularly revealing are Aegidius’s startling remarks on the relationship between 
text and music in the medieval motet. It could not be a more casual one: the 
words are fitted to the music only after the music is completely composed, and 
then only “as best one can.” What a far cry from the intense concern for 
declamation that was to take hold of musicians during the Renaissance! 

First take for your tenor any antiphon or responsory or any other 
chant from the book of Office chants; and its words should accord with 
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the theme or occasion for which the motet is being made. And then take 
the tenor and arrange it and put it in rhythm according to what will be 
revealed below about perfect and imperfect mode: perfect mode is when 
there are three beats per note of the tenor and imperfect mode is when 
there are two [see also Jean de Muris, p. 68]. And when the tenor is 
well laid out, if you wish to make a motet in four parts, your next step is 
to arrange a contratenor and put it in rhythm over the tenor. And when 
this is done, take the tenor again, and the contratenor if you are compos¬ 
ing in four parts, and arrange a third part, the triplum, over them, so that 
it concords well with the tenor and the contratenor. And if all of the 
above is to work in the best way possible, then divide the tenor into two 
segments, or four, or as many as you like; and complete one section over 
the tenor according to the above rules, and each part should be shaped in 
this way, from first to last. And this is what is known as setting out a 
motet. 

At this point one can apply all manner of subtlety, that is, one can syn¬ 
copate the parts, etc. This done, proceed to the motetus, that is to say, to 
the last voice; and arrange its pitches and rhythms to go with the triplum 
and the tenor, and with the contratenor if the piece is in four parts, and 
continue thus right to the end. 

After the music has been made and fixed, then take the words which 
are to go into the motet and divide them into four segments; and divide 
the music into four corresponding segments; and put the first segment of 
the words over the first segment of the music as best you can, and 
proceed in this way all the way to the end. Sometimes it will be neces¬ 
sary to stretch many notes over few words in order to make the setting 
come out right, and sometimes many words must be squeezed into a 
small amount of time. Just fit it together any way you can. 

Charles Edmond Henri Coussemaker, Scriptorum de medii aevi nova series, 4 vols. (Paris, 
1864-76), III, 124-25. Trans. R. T. 
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The fourteenth century was a time of trouble all over Europe, marked by strife 
among nations, between social classes, and in the Church. Even nature herself 
seemed to conspire against mankind: the Black Death, the most horrible epidem¬ 
ic in history, ravaged the continent and left its inhabitants exhausted and scarred 
physically, spiritually, and morally. In the face of the heavy blows dealt the 
Church’s authority by the Papal exile and the ensuing schism, a flourishing secn- 
larism took hold in the arts. Vernacular literature began to overtake Latin, and 
the aristocracy began to vie with the Church in art patronage. The works 
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produced under these conditions reflected the values of that rarefied and rather 
effete social milieu. Enormous technical sophistication was the order of the day, 
together with a refinement bordering at times on preciosity. Not at all coinciden¬ 
tally, it was precisely at this point that music underwent one of the greatest sud¬ 
den technical advances in its history. Nowadays we refer to fourteenth-century 
music generally by the name of a famous treatise by Philippe de Vitry 
(1291-1361) called Ars nova—The New Art —which detailed some of these 
new musical means. As the name implies, the Ars Nova was a self-consciously 
“modern” movement, whose technical innovations consisted above all of a new 
system of musical notation based on a new conception of musical time. Whereas 
previously the unfolding of music in time was conceived as a perpetual additive 
process (see St. Augustine above, p. 41), the new view of time regarded it—as we 
do—as an infinitely and systematically divisible continuum. The new notation 
offered a multitude of ways to divide time, and this gave music an unprece¬ 
dented rhythmic flexibility and subtlety. An extract from the treatise Ars novae 
musicae {The Art of the New Music, c. 1319), by Jean de Muris, the other lead¬ 
ing musical theorist of the day, will give the philosophical background. The new 
theory of time is succinctly stated, and a good summary is given of the signifi¬ 
cance of the “perfect” number three for medieval thinkers. In this connection it 
should be emphasized that although the techniques of the Ars Nova represented 
a breakthrough, they were by no means a revolution. The whole concept of the 
reform was aimed at the ideal of realizing number in sound, and is therefore very 
much in the medieval tradition. 

Here follows what Master Jean de Muris has to say concerning practical 
music, also called measured music. 

As was shown in the beginning, a note must come into being together 
with some quantity of motion, because a note belongs by nature to the 
class of successive things—that is, it exists while it is being produced, 
but when it has been produced, it does not. Now succession must be ac¬ 
companied by motion, and time links motions inseparably together; it is 
necessary, therefore, to measure a note by time. Time is the measure of 
motion; here, however, time is in particular the measure of a sustained 
note together with the continuous motion accompanying it. Time 
[fempns] refers also to a single unit of this sort of measurement. 

In this last sense, time is sometimes greater, sometimes less [i.e., 
sometimes triple, sometimes duple]; the greater corresponds to a longer 
motion, the lesser to a shorter one, other things being equal, and both 
being measured on the same scale. Our predecessors recognized only 
that time which had perfection, holding that time to be perfect which 
could be divided by three, because they believed that all perfection was 
to be found in threeness. Accordingly, they made tempus perfectum 
[i.e., a three-beat measure] the basic unit of every sort of musical com¬ 
position, considering that what was imperfect had no place in art. 

That all perfection does in fact lie in the ternaiy number is clear from 
a hundred comparisons. In God, who is perfection itself, there is single- 
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ness in substance, but threeness in persons; He is three in one and 
one in three. There is, therefore, an extraordinary congruity between 
one and three. Moreover: in the sun and stars there are the heat, the rays, 
and the radiance they all give off; in the elements there are agents, 
things acted upon, and matter; in individuals generation, corruption, and 
substance; in finite time-spans beginning, middle, and end; in every cur¬ 
able disease onset, crisis, and decline. Three is the first odd number, and 
the first prime number. It is not two lines but three that can enclose a 
surface. The triangle is the first regular polygon, the tetrahedron the first 
regular solid. Every solid body has three dimensions, or it could not sup¬ 
port itself. 

Since, therefore, the ternary number is to be found everywhere, there 
is no reason to wonder any further whether it is in fact perfect. The bina¬ 
ry number must, by comparison, be called imperfect, even though it may 
thus fall into ill-repute. But unity, since it is continuous, is divisible not 
only into three parts, but into many more, ad infinitum. 

Martin Gerbert, Scriptores ecclesiastici de musica .... Ill (St. Blasien, 1784), 292-94. 
Trans, for this book by Lawrence Rosenwald. 

The self-consciously innovative character of the Ars Nova generated the inevita¬ 
ble backlash. The brief passage given below from a mammoth encyclopedic trea¬ 
tise called Speculum musicae {The Mirror of Music, c. 1330) by one Jacobus of 
Liege, a protest against the “imperfections” of the new music, is based on a 
rather clumsily sustained pun: The term imperfect, which in the writings of the 
Ars Nova theorists was merely technical jargon for the newly practicable duple 
division of the beat, is given all the other connotations of the word. Jacobus’s re¬ 
actionary tirade against the Ars Nova on behalf of the older music (which he con¬ 
veniently christens “Ars Antiqua ”—a term that has also entered the language of 
music history) set the standard for many future critics who were to bark at the 
heels of great musical innovators: see, for example, Monteverdi’s detractor Artusi 
(below, p. 171), who actually—almost as if paraphrasing Jacobus—entitled his 
polemic “On the Imperfection of Modern Music.” 

A comparison of the measured music of the Ars Antiqua with that of the 
Ars Nova with respect to perfection and imperfection: 

Now it may seem to some that the Ars Nova is more perfect than the 
Ars Antiqua on the grounds that it seems to them more subtle and more 
difficult. It seems subtler to them because it has more ramifications and 
has a great deal that the Ars Antiqua does not have. So much, at any rate, 
is clear from all its little notes, its measurements, and its various ways of 
dividing the beat. That it is more difficult is equally clear from the works 
of the moderns, from their way of singing and measuring rhythm. 

To others, the truth seems to be just the opposite. To them, that art 
seems the more perfect which follows its fundamental principles more 
closely and goes against them less often. Now the art of measured music 
is founded on perfection—so much even the moderns say, and not just 


70 


The Middle Ages 


die ancients—and the art that uses perfect values more often is, 
therefore, more perfect. The ait that does that is the Ars Antiqua, the art 
of Master Franco [of Cologne, author of Ars cantus mensiirahilis {The 
Art of Measured Song, c. 1260), the basic treatise of the Ars Antiqua]. 
The Ars Nova, as is clear, uses many and varied imperfections in notes, 
in measurement, and in division. Imperfection insinuates itself prac¬ 
tically everywhere. Nor is that enough: the Ars Nova uses imperfection 
not only in the areas named, but even in counting time. 

The Ars Nova, that is, permits imperfect time; the Ars Antiqua never 
permitted such a thing. The Ars Nova, moreover, applies the imperfec¬ 
tion of the basic unit of time to note values of every sort. And more: expo¬ 
nents of the Ars Nova find ways to imperfect the perfect by any number 
of imperfections. If, however, the Ars Nova were content merely to talk 
about the imperfections in question, to treat them only theoretically, that 
would be more acceptable. Unfortunately, that is not the case. They put 
their theories into practice, and not seldom at that. They use more imper¬ 
fect values than perfect ones, more imperfect measurements than perfect 
ones, and that goes for divisions of the beat as well. 

If, then, the Ars Nova is said to be more subtle than the Ars 
Antiqua—and so much may in fact be granted—it cannot be said on that 
account to be also more perfect. Not every subtlety is an improvement; 
more subtle is not necessarily more perfect. Subtlety is not among the 
degrees or kinds of perfection—so much is clear from the fourth book of 
[Aristotle’s] Metaphysics. Nor has it even been sufficiently proven that 
the Ars Nova is in fact subtler than the Ars Antiqua. Granted that the Ars 
Nova includes certain things that the Ars Antiqua does not, granted that 
the Ars Nova encompasses a great many more imperfections than does 
the Ars Antiqua—still, all this is no argument for its being more perfect. 
Rather it is just this point, namely which of the two arts is the more per¬ 
fect, that must be looked into most carefully. 

It is said, moreover, that the Ars Nova is more difficult than the Ars 
Antiqua. It is not, however, on that account alone to be judged more per¬ 
fect. Things are not more perfect because they are more difficult; and art 
in particular, though it is sometimes said to have essentially to do with 
what is difficult, has in fact to do essentially with what is good and 
useful. Art is a virtue that perfects the soul by means of reason. That is 
why, after all, tradition says that it is easy to teach a good man. 


Charles Edmond Henri Coussemaker, Scriptomm cle medii aeci nova series, 4 vols. (Paris, 
1864-76), II, 427-29. Trans, for this book by Lawrence Rosenwald. 


The musicians of the “new art” made use of their new technical resources with 
such relish that “modern music” became a serious problem for the Church. We 
may read of this in any number of protests along lines familiar from the writings 
of Augustine and John of Salisbury (see pp. 31 and 62). Most famous of all is the 
injunction against, among other things, some identifiable Ars Nova practices in 
Pope John XXITs bull Docta sanctorum of 1323. 
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Certain disciples of the new school, much occupying themselves 
with the measured dividing of beats, display their rhythm in notes new 
to us, preferring to devise new methods of their own rather than to con¬ 
tinue singing in the old way. Therefore the music of the Divine Office is 
disturbed with these notes of quick duration. Moreover, they hinder the 
melody with hockets, they deprave it with discants, and sometimes they 
pad out the music with upper parts made out of secular songs. The result 
is that they often seem to be losing sight of the fundamental sources of 
our melodies in the Antiphoner and Gradual, and forget what it is that 
they are burying under such superstructures. They may become entirely 
ignorant of the ecclesiastical modes, which tliey have already ceased to 
distinguish, and the limits of which they abuse in the prolixity of their 
notes. The modest rise and temperate descents of plainsong are entirely 
obscured. The voices incessantly rock to and fro, intoxicating rather than 
soothing the ear, while the singers themselves try to convey the emotion 
of the music by their gestures. The consequence of all this is that devo¬ 
tion, the true aim of all worship, is neglected, and wantonness, which 
ought to be eschewed, increases. We hasten to forbid these methods, or 
rather to drive them more effectively out of the house of God than has 
been done in the past. 

Nevertheless, it is not our wish to forbid the occasional use of some 
consonances [i.e., polyphony], which heighten the beauty of the mel¬ 
ody. Such intervals, therefore, may be sung above the ecclesiastical 
chant, but in such a way that the integrity of the chant remain intact and 
that nothing in the prescribed music be changed. Used thus, the con¬ 
sonances would, more than any other music is able to do, both soothe the 
hearer and inspire his devotion, without destroying religious feeling in 
the minds of the singers. 

Henry Raynor, A Social History of Music (New York: Schocken Books 1972), 36-37. 

More evidence of the technical preoccupations of fourteenth-century musicians 
may be found embodied in mock protests against their excesses, which turn up in 
texts of compositions that often whimsically demonstrate the very practices the 
text purports to deplore. These include abuse of the smallest divisions of time 
(niiniinae), hocket, overcomplexity of texture, etc. The “Marchetto” mentioned 
in the third example below along with Philippe (de Vitry) is Marchetto of Padua, 
author of theoretical manuals that were the Italian equivalent of Philippe’s Ars 
nova. 

Certain merchants are now arising amongst the populace. They turn 
fine gold into lead, and exchange sweet-smelling flowers for foul odors. 
These men are called, if I am not mistaken, professional singers. When 
they see some great man in public, they look for their best song, one that 
they really like. Then they sing it with a great proliferation of little notes, 
and boast of their singing. They sing not, I think, for the love of God, but 
for the love of that great man. You are such hypocrites! Have you never 
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looked at the Holy Gospel, where you may read the word of the Lord 
concerning such matters? So be it then; you have received your price. 

Motetus part of the motet “Arae post libamina” (Old Hall MS, c. 1400). Trans. Lawrence 
Rosenwald. 

The science of music sends greetings to her beloved disciples. I 
desire each one of you to observe the rules and not to offend against rhet¬ 
oric or grammar by dividing indivisible syllables. Avoid all faults. 
Farewell in melody. 

Rhetoric sends greetings to learned Music, but complains that many 
singers make faults in her compositions by dividing simple vowels and 
making hockets; therefore I request that you remedy this. 

Motetus and triplum texts of the motet “Musicalis scientia/Sciencie laudabili*’ (Paris; 
Bibliotheque Nationale, Coll, de Picardie, MS. 67). Trans. Lawrence Rosenwald. 


A wild bird during the season 
Sings sweet lines in a fine style. 

I do not praise a singer who shouts loudly: 

Loud shouting does not make good singing. 

But with smooth and sweet melody 

Lovely singing is produced, and this requires skill. 

Few people possess it, but all set up as masters 
And compose ballate, madrigals, and motets; 

All try to outdo Philippe and Marchetto. 

Thus the country is so full of petty masters 
That there is no room left for pupils. 

“Uselletto selvaggio” (poem variously set as madrigal and as caccia by Jacopo da Bologna), 
trans. Leonard Ellinwood, in The New Oxford History of Music, III (London: Oxford Uni¬ 
versity Press, 1960), 75—76. 


19 

The Life of Francesco Landini 

Outstanding composers and theorists of the Ars Nova period enjoyed a personal 
eelebrity unknown to the earlier Middle Ages, exeept possibly for that of some 
noble troubadours. Perhaps the first biography of a musieian was the account of 
the life of the blind Florentine organist and eomposer Francesco Landini 
(1325-97) which Filippo Villani included in his Liber de civitatis Florentiae 
fumosis civihus, a collective biography of the most eminent citizens of four- 
teenth-eentury Florence. The author was not a musieian, and his life of Landini 
is filled with irrelevancies, fanciful concoctions, and nonsense. But we include it 
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only slightly abridged as evidence of the new prestige enjoyed by the artist- 
musician in this age of secular achievement and personal expression. 

A good many noted Florentines have excelled in music. Most, how¬ 
ever, are now dead. Of those still alive I should mention in particular 
Bartolo, Ser Lorenzo Masini, and Giovanni da Cascia, as being more 
outstandingly skillful than the rest. 

A creed was to be performed in our principal church, with organ and 
choir in alternation. Bartholus, however, composed one of such great 
sweetness and artistry that the usual inteiTuptions by the organ were 
quite left out, and the piece was performed straight through by human 
voices in unaccompanied harmony, in the presence of a great crowd of 
people. It was thus Baitholus who was the first to do away with the 
former usage of organ alternating with male choir. 

Giovanni da Gascia frequented the court of the tyrant Mastino della 
Scala [of Verona, reigned 1329-51] in search of his fortune. And so he 
came to take part in a contest for excellence in art with Jacopo of Bologna 
[leading composer of the generation before Landini and possibly his 
teacher], a highly skilled musician, the tyrant egging them on with offers 
of gifts. In that contest, he composed madrigals and many songs, in 
which his great skill was wonderfully displayed. 

None of these, however—nor, for that matter, any composer of fabled 
antiquity—can measure up to Francesco, who is still alive, and whom I 
cannot write about truthfully without some fear of seeming to exagger¬ 
ate. 

Francesco was hardly past the middle of his childhood when disaster 
stiuck him blind with the smallpox. Music, however, compensated him 
for his loss with the bright lights of fame and renown. A harsh mischance 
took away his bodily sight, but his mind’s eye was as sharp and acute as 
an eagle’s. All of this, I think, will argue, to those who love the truth, in 
favor of beating boys who have all their senses and yet are idle in their 
wretched sloth. Better for them to be abused than to be allowed to fall 
asleep in miserable ease. 

Francesco was born in Florence. His father, a painter, was named 
Jacopo, a just man of simple habits and a hater of vice. When Francesco 
had lived for a while in blindness, and was no longer a child, and could 
understand how miserable it was to be blind, and wanted some solace 
for the horrors of his everlasting night, he began, as adolescents will, to 
make up songs—this by the kindness of Heaven, I think, which was 
preparing in its mercy a consolation for so great a misfortune. When he 
was a little older still, and had come to perceive music’s charm and 
sweetness, he began to compose, first for voices, then for strings and 
organ. He made astonishing progress. And then, to everyone’s amaze¬ 
ment, he took up a number of musical instruments—remember, he had 
never seen them—as readily as if he could still see. In particular, he 
began to play the organ, with such great dexterity—always accurately. 
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however—and with such expressiveness diat he far surpassed any 
organist in living memory. All this, I fear, can hardly be set down 
without some accusation of its having been made up. 

The organ is an instrument made up of a great many pipes, con¬ 
structed with great ingenuity, put together out of a wide variety of dis¬ 
parate mechanisms. And yet, Francesco would take an ailing organ, and, 
with all its most fragile pipes exposed and liable to be broken at the least 
touch, and with all its insides laid bare—so that if one of them were to be 
moved from its place by the distance of an inch it would be ruined and 
would make the air introduced by the bellows produce harsh and 
jangling noises—Francesco would tune it and make it sound sweetly 
and repair it, correcting whatever had caused the dissonance. 

What is more, he played superbly on the fiddle, the lute, all the 
strings and winds, and every other sort of instrument. And imitating by 
voice all those instruments that give a pleasant sound in their various 
ways, and mingling them with the ordinary sounds of human voices, he 
invented a third species of music, a combination of both of the other two 
and a source of great charm and delight. In addition, he invented a new 
sort of instrument, a cross between lute and psaltery, which he called the 
serena serenaruni, an instrument that produces an exquisite sound 
when its strings are stmck. 

To recount each and every one of the lovely things he did with music 
I think unnecessary; those who write accounts of this sort are, I fear, too 
often accustomed to forget the charms of brevity. It is worth mentioning, 
however, that no one ever played the organ so well. All musicians grant 
him that. And thus recently, at Venice, he was publicly crowned with 
laurel by His Majesty the King of Cyprus [this probably happened in 
1364]. Just so, once upon a time, poets were crowned by the Emperors of 
Rome. 

Let this be added to his praise, too; he is a master of rhetoric and 
logic, and has composed poems and novellas. 

He has written a great many good things in Italian—a reproach, it 
seems to me, to the effeminate youth of Florence, the eager pursuers of 
feminine finery, dissipated in shameful wantonness, whose proud manly 
spirit has been neglected. 

Leonard Ellinwood (ed.), The Works of Francesco Landini (Cambridge, Mass.: The 
Mediaeval Academy of America, 1939), 301-303 (from Filippo Villani, Liber de civitatis 
Florentiae famosis civibus). Trans, for this book by Lawrence Rosenwald. 
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A Letter from Guillaume de Machaut 


One of the earliest composers from whom personal letters survive is Guillaume 
de Machaut (c. 1300-77), the leading poet and musician of fourteenth-century 
France. The exchange of love letters between the sexagenarian composer and a 
nineteen-year-old girl named Peronnelle D’Armentieres, which was incoriao- 
rated into Machaut’s Le Livre du Voir-Dit {True Tale, c. 1363), may strike us 
today as somewhat bizarre. But these letters represent an excellent example of 
the rather stilted and artificial perpetuation of the traditions and rhetoric of 
courtly love that characterizes so much of the poetry and song of the Ars Nova 
period. In this letter, Machaut informs Peronnelle that he is supervising the 
collection and copying of his own works. Machaut is the first composer known to 
have done this. It is as good an indication as any of the fourteenth-century artist’s 
new attitude towards his work and its importance. 

My sovereign lady, a knight must have no calling or science other 
than: arms, lady, and conscience. Therefore I swear to you and promise 
that I shall serve you loyally and diligently to the best of my power with 
all I do and can do, and all to your honor, as Lancelot and Tristram never 
served their ladies; and have your likeness as my earthly deity and as the 
most precious and glorious relic that ever I did see in any place. And 
henceforth it shall be my heart, my castle, my treasure, and my comfort 
against all ills in truth. If it please God, I shall see you before Pentecost; 
for you and your sweet likeness have brought me to such a point that, the 
Lord be thanked, you have healed me completely. And I should have left 
before now; but there is a great company of soldiers a few leagues from 
us; therefore riding is most perilous. I send you my book, Morpheus, 
which they call La Fontaine amouretise, in which I have made a song to 
your order, and by God it is long since I have made so good a thing to my 
satisfaction; and the tenors are as sweet as unsalted pap. I beg therefore 
that you deign to hear it, and learn the thing just as it is, without adding 
or taking away; and it is to be sung in a goodly long measure [i.e., a broad 
tempo]; and if anyone play it on the organs, bagpipe, or other in¬ 
strument, that is its right nature. I am also sending you a ballade, which I 
made before receiving your sweet likeness; for I was a little hurt because 
of some words which had been said to me; but as soon as I saw your 
sweet likeness I was healed and free of melancholy. My most sovereign 
lady, I would have brought you my book to amuse you, wherein are all 
the things which I have ever made, but it is in more than twenty por¬ 
tions, for I had it made for one of my lords; and so I am having the notes 
put to it, and that is why it has to be in portions. And when the notes will 
have been put to it, I shall bring it or send it to you, if it please God. My 
most sovereign lady, I pray God that he may give you your heart’s desire 



A Letter from Guillaume de Muchaut 


77 


and such honor as I wish you may have; and God give you solace and joy, 
such as I might wish for myself. 

Piero Weiss (ed.), Letters of Com))osers Throimh Six Centuries (Pliiladelphia: Chilton 
Books. 1967), 1-2. 
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The "‘Fount and Origin” 


We generally date the beginning of the Renaissance style in music from the 
early fifteenth century and in so doing follow the testimony of many contem¬ 
porary witnesses. A new sound came to the Continent with the triumphant Eng¬ 
lish army of occupation after the victory at Agincourt in 1415. The Duke of Bed¬ 
ford was made Regent of France, and his secretary was none other than John 
Dunstable (d. 1453), the foremost English musician of his time, whose music 
spread like wildfire (it is found in over thirty Continental manuscripts) and had 
an incalculable influence on local musicians. In the passage below, a chronicler 
of the court of Burgundy, France’s then more-powerful neighbor to the north, 
bears witness to this impact. The first three names are those of French musicians 
who led the field immediately before contact with the English sound took place, 
while Gilles Binchois (d. 1460) and Guillaume Dufay (d. 1474) were the leaders 
of the first generation of Renaissance composers. 


Tapissier, Carmen, Cesaris 

N’a pas longtemps si bien chan- 
terrent 

Qu’ilz esbahirent tout Paris 

Et tous ceulx qui les frequen- 
terrent; 

Mais oncques jour ne deschan- 
terrent 

En melodic de tel chois 


Tapissier, Carmen, Cesaris 

Not long ago so well did sing 

That they astonished all Paris 

And all who came foregather¬ 
ing. 

But still their discant held no 
strain 

Filled with such goodly melo¬ 
dy- 
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Ce ni’on dit qui les hanterrent 
Que G. Du Fay et Binchois. 


So folk who heard them now 
maintain— 

As Binchois sings, or Dufay. 


Car ilz ont nouvelle pratique 

De faire frisque concordance 

En haulte et en Basse musique, 

En fainte, en pause, et en 
muance, 

Et ont prins de la contenance 

Angloise et ensuy Dunstable 

Pour quoy merveilleuse plai- 
sance 

Rend leur chant joyeux et nota¬ 
ble. 


For these a newer way have 
found. 

In music high and music low. 

Of making pleasant concord 
sound— 

In “feigning,” rests, mutatio. 

The English guise they wear 
with grace. 

They follow Dunstable aright. 

And thereby have they learnt 
apace 

To make their music gay and 
bright. 


Gustave Reese, Music in the Renaissance, 2nd ed. (New York: W. W. Norton & Company, 
Inc., 1958), 12-13 (from Martin Le Franc, Le Champion des dames [c. 1441]). 


“Music high and music low,” above, refers to loud (dance and outdoor) and soft 
(court and chamber) music, respectively. The terms listed two lines later have to 
do with singers’ techniques of applying accidentals and of sightsinging. The gist 
is that the new music is far more consonant and euphonious than the old, a 
view shared by all the leading writers of the day, including Johannes Tinctoris 
(1436-1511), whose twelve treatises comprise our richest source of information 
on the theory and practice of fifteenth-century music. A composer of no small at¬ 
tainments himself, Tinctoris was also a remarkably astute appraiser of the works 
of others, and the judgments he expressed in his prefaces, of which extracts are 
given below, hold up very well today. 

At present the horizons of musie have been so wonderfully extended 
that it seems a new art, if I may put it so, whose fount and origin is 
reputed to be among the English, with Dunstable at their head. 

Charles Edmond Henri Coussemaker, Scriptonnn de medii aevi nova series, 4 vols. 
(Paris, 1864-76), IV, 154 (from Tinctoris, Proportionale musices [1476]). Trans. R. T. 


In addition, it is a matter of great suiprise that there is no composition 
written over forty years ago which is thought by the learned to be worthy 
of performance. At this very time, whether owing to the virtue of some 
heavenly influence or to a zeal for hard work, there flourish, in addition 
to many singers who perform most beautifully, an infinite number of 
composers such as Johannes Ockeghem [d. 1497], Johannes Regis [d. 
1485], Antoine Busnois [d. 1492], Firmin [or Philippe] Caron, and 
Guillaume Faugues, who glory in having had as teachers in this divine 
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art the recently departed John Dunstable, Gilles Binchois, and Guil¬ 
laume Dufay. Almost all the works of those men exhale such sweetness 
that, in my opinion, they should be considered most worthy, not only of 
men and heroes, but even of the immortal gods. Gertainly I never listen 
to them or study them without coming away refreshed and wiser. Just as 
Virgil took Homer as his model in his divine Aeneid^ so, by Hercules, do 
I use these as models for my own small productions; I have, in particular, 
openly imitated their admirable style of composition with regard to the 
placement of consonances. 

Johannes Tinctoris, Liber de arte contrapuncti [1477], trans. Albert Seay (Rome: American 
Institute of Musicology, 1961), 14-15. 
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Music at Church and State Festivities 
in the Early Renaissance 


The dedication of the Florence Cathedral, Santa Maria del Fiore, whose dome 
by Filippo Brunelleschi (1377-1446) is one of the enduring monuments of 
Renaissance architecture, was a ceremony important enough for Pope Eugenius 
IV to officiate in person. Even if we allow for the stupefaction to which our 
witness confesses, the impression conveyed by the account below, in which 
music plays a central role, is awesome indeed. The music performed at the 
Elevation that so moved its auditors was most likely the grand motet “Nuper 
rosarum flores,” one of Dufay’s most imposing compositions, which is known to 
have been written for the occasion, and which has been shown to bear a number 
of striking symbolic and quasi-numerological relationships to Brunelleschi’s 
famous cupola. 

When these decorations had thus been completely set out, and un¬ 
commonly well, lo, the day arrived—the most solemn and most 
honored of all days instituted by the Roman Church, the day of the an¬ 
gelic Annunciation [25 March 1436, according to Florentine usage the 
first day of the year], which the Pope a few days earlier, as we said 
above, had established as an opportune time for the consecration. Along 
with the fragrant pontifical rose, they bound that most precious altar in 
wondrous manner with gifts most worthy. 

First there was a great line of trumpeters, lutenists, and flutists, each 
carrying his instrument, trumpet, lute, flute, in his hands, and each 
dressed in red clothing. Meanwhile, everywhere there was singing with 
so many and such various voices, such harmonies exalted even to heav¬ 
en, that truly it was to the listener like angelic and divine melodies; the 
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voices filled the listeners’ ears with such a wondrous sweetness that they 
seemed to become stupefied, almost as men were fabled to become upon 
hearing the singing of the sirens. I could believe without impiety that 
even in Heaven, yearly on this most solemn day that marks the begin¬ 
ning of human salvation, the angels sing thus, the more ardently to 
give themselves up to the celebration of this festive day with sweet sing¬ 
ing. And then, when they made their customary pauses in singing, so 
joyous and sweet was the reverberation that mental stupor, now calmed 
by the cessation of those sweet symphonies, seemed as if to regather 
strength from the wonderful sounds. 

But at the Elevation of the Most Sacred Host, the whole space of the 
church was filled with such choruses of harmony and such a concord of 
divers instruments that it seemed (not without reason) as though the 
symphonies and songs of the angels and of divine Paradise had been sent 
forth from the heavens to whisper in our ears an unbelievable celestial 
sweetness. Wherefore at that moment I was so possessed by ecstasy 
that I seemed to enjoy the life of the Blessed here on earth; whether it 
happened so to others present I know not, but concerning myself I can 
bear witness. 

Giannozzo Manetti, in Guillaume Dufay, Opera omnia, ed. Heinrich Besseler, II (Rome: 
American Institute of Musicology, 1966), xxvii. 

The court of the dukes of Burgundy was a place where English and Continental 
musicians met. Although the two greatest fifteenth-century musicians of all— 
Dufay and Ockeghem—are not believed ever to have been in the court’s actual 
employ, their music was very well known there, to judge from the Burgundian 
songbooks and choirbooks that survive. An idea of the setting in which these 
composers worked and in which their music was heard is given by contemporary 
accounts of the great Banquet of the Oath of the Pheasant, held in Lille on 17 
February 1454, at which Philip the Good of Burgundy swore the Knights of the 
Golden Fleece to a crusade against the Turks, who the year before had captured 
Constantinople, the seat of Eastern Christendom. The rondeau vis 

oncques le pareille” (“I have never seen the like”), mentioned below, is 
variously attributed in the sources to Dufay and to Binchois. Since the latter was 
actually attached to the court at the time of the banquet, perhaps he has the bet¬ 
ter claim. Another account of the festivities (the Memoires of Olivier de la 
Marche) tells of the climax: a giant led in an elephant on whose back was a little 
castle, from which a woman dressed in mourning sang a lament for Constan¬ 
tinople, perhaps one of four composed by Dufay. 

In the grand and spacious hall hung with tapestries there were three 
tables. On one stood a church with a chiming bell and four singers who 
sang and played the organ when their turn came. On another was a 
pastry in which twenty-eight living persons played on divers in¬ 
struments, each in turn. 
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First the church bell sounded, and after the bell had ceased ringing, 
three little choirboys and a tenor sang a very sweet song. What it was I 
cannot say, but as for me it seemed a pleasant grace before dining. After 
those in the church had carried out their task, a shepherd played on a 
bagpipe in the most novel fashion. 

Then, without the slightest pause, a horse came trotting backwards 
through the entranceway, and on this horse were seated two trumpet 
players. They played a fanfare on their instruments, as the horse was led 
up and down through the banquet hall. After this, the organ players in 
the church began to play most sweetly, and when these had finished, 
from the pastry there came the sound of a cornett, played in a most un¬ 
usual way. Then those in the church began again, with a little song 
which they executed very well and very sweetly. And after this were 
played, from the pastry, a lute and a sweet pipe, with yet another in¬ 
strument in harmony, a thing that was good to hear. 

After the church musicians and the pastry musicians had played four 
times each in turn, there entered a stag, wondrously large and fine, and 
on it was mounted a boy of twelve. And on his entry this boy began to 
sing the treble part of a song, most loud and clear, and the stag sang the 
tenor, with no one else visible except the child and the artificial stag. 
And the song they sang was called ne vis oncques le pareille.” After 
th is interlude with the white stag, the singers in the church took up a 
motet, and afterwards, from the pastry, a lutenist accompanied two 
good singers. Thus the church and the pastry between them kept things 
going at all times. 

Later, from the pastry, we heard a chasse [a song like a round, gener¬ 
ally about hunting] that imitated the barking of little dogs and the 
sounding of trumpets, just as if we were in a forest. And with that chasse, 
the entertainments of the pastry and the church were completed. 

Jeanne Marix, Les Musiciens de la cour de Bourgogne an XV sieclc (Strasbourg; Heitz & 
Co., 1937), 38-41 (from Mathieu d'Escouchy, Chronique). Trans. R. T. 
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The Triumph of Emperor Maximilian 


Political historians may look back on Holy Roman Emperor Maximilian I 
(1459-1519) as a terribly negligent and wasteful ruler, but he is remembered 
fondly by historians of the arts: for “Kaiser Max” was one of the most passionate 
art patrons in all history. His lust for self-aggrandizement and his lifelong obses¬ 
sion with the perpetuation of his memory caused him to commission literally 
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thousands of works from the artists, poets, and architects of his time. More than 
anyone, Maximilian is responsible for putting the German-speaking countries at 
last on the musical map. Not only did he maintain a huge musical establishment 
at whieh the best indigenous talent found employment, but he lured one of the 
best-known Flemish superstars, Heinrieh Isaac (see below, p. 99), to his court 
from Italy. In 1512 Maximilian planned the ultimate commemoration of himself: 
a series of woodcuts that would depict the glories of his court in triumphant 
procession. The text was dictated by the Emperor himself, while the woodcuts, 
of which 137 were completed, were the work of perhaps the two greatest masters 
of the medium that ever lived: Hans Burgkmair and Albreeht Diirer. Six wood- 
cuts and captions were devoted to music. The organist Paul Hofhaimer 
(1459-1537), the senior court musician by title, is given a cart to himself in the 
procession. Isaac's conspicuous absence is explained by the fact that by 1512 he 
was no longer in personal residence at the court, although he continued to draw a 
salary from the lavish Kaiser until his death in 1517. The musical woodcuts in 
The Triiwiph of Maximilian are a very valuable document about musical life in 
the early sixteenth century. Among other things, they give modern performers of 
early music welcome hints as to the appropriate grouping of instruments into 
‘‘consorts.'' 

What is written in this book was personally dictated by Emperor 
Maximilian in 1512 to me, Max Treitzsaurwein, His Imperial Majesty's 
secretary. The following tells how Emperor Maximilian’s triumph is to 
be made, arranged and depicted: 


Fifers and Drummers 

[Here] shall be depicted Anthony of Dornstatt, the fifer, on horseback, 
carrying his verse inscription, and he shall be distinguished in his dress 
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from the other fifers; he shall carry his fife case and wear a long sword, 
and his verse shall read thus: 

I, Anthony of Domstatt, have played my fife 
For Maximilian, great in strife. 

In many lands on countless journeys, 

In battles fierce and knightly tourneys, 

At grave times or in holiday. 

And so in this Triumph with honor I play. 


Music—Lutes and Viols 

Then shall be depicted a low little car on small plough wheels; two elks 
shall draw the car, and a little boy shall be the driver and shall bear the 
verse inscription. 

And on the car shall be five lutenists and viol players. And their lead¬ 
er shall be Artus, master lutenist, and his verse, borne by the boy, shall 
read how he prepared the lutes and viols in the most artistic way for an 
entertainment by the Emperor’s orders. 

Now lutes and viols harmonize 
In elegant and courtly wise; 

Thus bade by his Imperial might 
Have I produced this fair delight. 

Blending these tuneful instruments 
As well befits such great events. 



The lutenists, viol players, and the boy shall all be wearing laurel 
wreaths. 
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Music—Shawms, Trombones, Krummhorns 
[Reed and brass instruments] 

Then depict a low car on small plough wheels, drawn by two buflFalo; a 
boy shall drive them and bear the leader’s verse. On the car shall be five 
shawm players, trombonists and Krummhorn players. And Neyschl, mas¬ 
ter trombonist, shall direct them, and his verse, borne by the boy, shall 
read how to the Emperor’s joy and by his command he combined such 
diverse instruments in the merriest way. 



The trombone and the shawm adorn 
The joyous sound of curving horn. 
Each to the others well adjusted. 
Since His Majesty entrusted 
This musical command to me, 

I have performed quite frequently. 

All of them and the boy shall wear laurel wreaths. 


Music—Regal and Positive [Organs] 

Then shall be depicted a similar low little car on plough wheels, drawn 
by a camel; a little boy shall drive it and bear the leader’s verse. On the 
car shall be a regal and a positive organ and people playing them. Their 
leader shall be Master Paul Hofliaimer, organist, and his verse shall be 
as follows, how by order of the Emperor he artistically increased and 
enlightened music. 

Regal and positive I play with ease. 

The organ, too, with many keys 
I make resound with artful voices 
So that the listener rejoices— 












All with a master’s understanding, 

Our noble Emperor thus commanding. 

The boy and all of them shall wear laurel wreaths. 

Music-“Sweet Melody” [Mixed Consort] 

Again depict a similar low, small car with plough wheels, drawn by a 
dromedary; a boy shall drive it and bear the leader’s verse. On the car 
shall be the “sweet melody,” or mixed consort, that is: first, a small 
drum; a cittern; a large lute; a viol; a fiddle; a small rauschpfeife; a harp; a 
large rauschpfeife. 

And now melodious music springs 
From the multifarious hums of strings. 

By Emperor’s wish the members are 
The drum, the lute, the sweet guitar. 

And harps and fifes both small and large. 

To lead this consort is my charge. 



All of them shall be wearing laurel wreaths. 
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Music-Choir 

Again depict a similar small, low car with plough wheels, drawn by two 
bison; a boy shall drive them and bear the Kapellmeister’s verse. On the 
car should be the choir, and also cornett players and trombonists ar¬ 
ranged in good order. Herr Jorg Slatkany, Bishop of Vienna, shall be 
Kapellmeister and his verse shall be as follows: how by the Emperor’s 
instructions he arranged the choral singing most delightfully. 



With voices high and low conjoint. 

With harmony and counterpoint. 

By all the laws of music moved. 

My choir constantly improved. 

But not alone through my intent— 

Give thanks to royal encouragement! 

Stewdl shall be leader of the trombonists, Augustin of the cornett 
players, and their verse, borne by a boy in the car, shall read thus; how 
by the Emperor’s instructions they attuned the trombones and cornetts 
in most joyous manner. 
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The Cornetts and trombones we placed 
So that the choral song they graced, 

For His Imperial Majesty 

Has often in such harmony 

Taken great pleasure, and rightly so, 

As we have good cause to know. 

The Triumph oj Maximilian 1, trans. and ed. Stanley Appelbaum (New York: Dover, 1964), 
1, 4-6, Copyright © 1964 Dover Publications, Inc. Used by permission. 
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Music as a Business 


If the development of notation and literacy was the great medieval “revolution'' 
in music, surely the comparable epoch-maker during the Renaissance was the in¬ 
vention of music printing from movable type. Through publication, composers 
sought and won much broader audiences than before. Their services were no 
longer the exclusive property of church and court, but could be purchased by 
anyone with the price of a book. The concept of the “public" was born, and this 
undoubtedly contributed both to the rise of distinct national schools in the six- 
teentli century and to the “popularization" of musical style. Moreover, the ease 
and rapidity with which music could now travel must account in large part for the 
extraordinary cross-fertilizations and stylistic transformations of the period, such 
as that of the French chanson, via the keyboard canzona francese, into the Italian 
canzona for instruments. First to solve the problems of printing polyphonic (“fig- 
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ured ”) music from type was the Italian printer Ottaviano Petrucci. His method 
was cumbersome and costly, but his results were exquisite and, some would 
argue, unsurpassed to this day. Petrucci used a triple impression, meaning that a 
sheet would be fed to the presses three times: first for the staves, a second time 
for the notes and rests, and a third for the texts and decorative capitals. The docu¬ 
ment given below is the petition by which Petrucci applied to the Venetian gov¬ 
ernment for the equivalent of a patent on his invention. Although the petition 
was approved immediately, Petrucci did not actually set up shop for three years: 
the first volume to come from his presses was the famous Harmonice musices 
Odhecaton A of 1501, a collection of Franco-Flemish chansons and instrumental 
pieces. 

Mo.st serene Prince and most illustrious Signory: 

There being a most widespread report that your Serenities, through 
your grants and privileges, invite and inspire all men of mettle to think 
upon new inventions that add to comfort and to the adornment of public 
life, Ottaviano dei Petrucci of Fossombrone, an inhabitant of this illustri¬ 
ous City, a very ingenious man, has, at great expense and with most 
watchful care, executed what many, not only in Italy but also outside of 
Italy, have long attempted in vain, which is, with the utmost conve¬ 
nience, to print Figured Music. And still more easily, as a result of this, 
Plainchant: a thing very important to the Christian religion, a great em¬ 
bellishment, and exceedingly necessary: wherefore the above-named 
petitioner seeks relief at the feet of your Most Illustrious Signory, plead¬ 
ing that the Signory, through its accustomed clemency and benignity, 
deign to accord him, as first inventor, the special grace that, for twenty 
years no other be empowered to print Figured Music in the land subject 
to Your Signory, nor tablatures for organ or lute, nor to import said 
things, printed outside in any other place whatsoever, nor cause them to 
be imported or sold in the territories or places belonging to Your 
Sublime Signory, on pain of confiscation of said works—printed by 
others, or imported from outside—and a fine of ten ducats for each copy 
thereof: of which sum half shall be applied to the hospital of St. Anthony, 
and the other half to the benefit of the new munieipal pawnshop, and 
this he asks as a special grace from Your Illustrious Signory to which he 
commends himself forever. 


1498, the 25th day of May. 

Gustave Reese, “The First Printed Collection of Part-Music,” The Musical Quarterly, XX 
(1934), 40. 

Pierre Attaingnant of Paris, the second important music printer-publisher, used a 
different method: by lining up little bits of type that contained both notes and 
segments of the staff, an entire page could be set up and printed in one 
operation—a huge saving. There was a loss in elegance, though, since the staves 
were now full of annoying gaps. The practicality of the method ensured its sue- 
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cess despite its drawbacks, and until copper-plate engraving became popular in 
the late seventeenth century, Attaingnant’s method was the standard one for all 
printed music. The document below is the royal privilege, or patent, conferred 
on Attaingnant by the King of France on 18 June 1531. 

Francis [I], by the grace of God King of France, to the magistrates of 
Paris, bailiffs, seneschals, and to all other justices and officers or their 
lieutenants, greetings. Having received the humble supplication of our 
well-loved Pierre Attaingnant, printer-bookseller dwelling in the Uni¬ 
versity of Paris, stating that heretofore no person in this our realm had 
undertaken to cut, found, and fashion notes and characters for the print¬ 
ing of figural music or tablatures for the playing of lutes, flutes, and 
organs, because of tbe intricate conception, long consumption of time, 
and very great expense and labors necessary to that purpose, the said 
suppliant, by protracted excogitation and mental effort and with very 
great expense, labor, and genius, has invented and brought to light the 
method and industry of cutting, founding, and printing the said notes and 
characters both of the said music and of the said tablatures for the play¬ 
ing of lutes, flutes, and organs, of which he has printed, and hopes in the 
future to print, many books and quires of Masses, motets, hymns, chan¬ 
sons, as well as for the said playing of lutes, flutes, and organs, in large 
volumes and small, in order to serve the churches, their ministers, and 
generally all people, and for the very great good, utility, and recreation 
of the general public. Nevertheless, he fears that after having brought to 
light his said invention and opened to other printers and booksellers the 
method and industry of printing the said music and tablatures, these 
printers and booksellers will similarly wish to attempt printing the said 
music and tablatures, etc. And by this means the said suppliant would to¬ 
tally lose the merit of his labors and the recovery of expenses and invest¬ 
ments which he has made and contracted for the invention and composi¬ 
tion of the above said characters, unless he is patented and succored by 
us, having humbly sought our grace. Thus we, having considered these 
things, do not wish that the said suppliant’s labors, application, ex¬ 
penses, and investments in the said affair go unrewarded. May he 
succeed in it and experience the benefit. From such causes and others 
stirring us to this we have willed and ordained: we will and ordain that 
for the time and term of six years to follow, starting with the date of this 
present day, others than the said suppliant or those having charge from 
him, may not print nor put up for sale the said books and quires of music 
and tablatures for the playing of lutes, flutes, and organs declared above. 
We charge and command therefore by these present orders that every 
person look to the said suppliant’s enjoying, and fully and tranquilly ex¬ 
ercising, the ordinance entreated from our present grace. Making stric¬ 
tures and prohibitions to all booksellers and other persons generally, 
whatever they may be, to print or put up for sale the said books and 
quires of music and tablature for the said time of six years without the 
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express power and consent of the said suppliant. And this on great 
penalty to be levied by us and loss and confiscation of said books and 
quires. To the accomplishment of this all those whom it may apply are 
constrained, that they may enforce it with all due ways and reasonable 
means. For such is our pleasure, all ordinances, restrictions, charges, or 
prohibitions to the contrary notwithstanding. 

Daniel Heartz, “A New Attaingnant Book,” Journal of the American Musicological Society, 
XIV (1961), 22—23. Reprinted by permission of the American Musicological Society. 

One of the most interesting documents of the fledgling music business is the mo¬ 
nopoly over the printing not only of music but even of all ruled music paper 
granted by Elizabeth I to Thomas Tallis (1505—85) and William Byrd (1543— 
1623), the outstanding representatives of two generations of English church 
composers. Their venture not meeting with the desired success, two years later 
the partners applied once more to the Queen, this time for a supplementary 
grant of land to make up their losses. As the note appended by the Queen’s sec¬ 
retary attests, she did not refuse them, thus conferring what may be the earliest 
“government subsidy for the arts.” 


Elizabeth by the Grace of God, Queen of 
England France and Ireland 

To all printers, booksellers and other offieers, ministers and subjects, 
greeting. Know ye, that we for the espeeial affeetion and good will that 
we have and bear unto the science of Musie and for the advancement 
thereof, by our letters patent dated 22 of January, in the 27th year of our 
reign [1575] have granted full privilege and license unto our well- 
beloved servants Thomas Tallis and William Byrd, two of the Gentle¬ 
men of our Chapel, and to the assignees of them and survivors of them 
for 21 years next ensuing, to imprint any and so many as they will of set 
song or songs in parts, either in English, Latin, French, Italian or other 
tongues that may serve for music either in Church or chamber, or 
otherwise to be either played or sung, and that they may rule and cause 
to be ruled by impression any paper to serve for printing or pricking of 
any song or songs, or any books or quires of such ruled paper imprinted. 
Also we straightly by the same forbid all printers, booksellers, subjects 
and strangers, other than is aforesaid to do any the premises, or to bring 
or eause to be brought out of any foreign Realms into any of our 
dominions any song or songs made and printed in any foreign country, to 
sell or put to sale, upon pain of our high displeasure, and the offender in 
any of the premises for every time to forfeit to us, our heirs and succes¬ 
sors forty shillings, and to the said Thomas Tallis and William Byrd or to 
their assignees and to the assignees of the survivor of them, all and every 
the said books, papers, song or songs. We have also by the same willed 


Music as a Business 


93 


and commanded our printers, masters and wardens of the Stationers to 
assist the said Thomas Tallis and William Byrd and their assignees for 
the due exeeuting of the premises. 


To the Queen s most excellent Majesty: 

Most humbly beseech your Majesty your poor servants Thomas Tallis and 
William Byrd, gentlemen of your highness’ chapel: That whereas the 
said Thomas Tallis is now very aged and hath served your Majesty and 
your Royal aneestors these forty years, and had as yet never any manner 
of preferment except only one lease which your Majesty’s late dear sis¬ 
ter Queen Mary gave him, which lease being now the best part of his 
living is within one year of expiration and the reason thereof by your 
Majesty granted one unto another: And also for that the said William 
Byrd being ealled to your highness’ serviee from the eathedral church 
of Lincoln where he was well settled is now through his great charge of 
wife and ehildren eome into debt and great neeessity, by reason that by 
his daily attendance in your Majesty’s said seiwiee he is letted from 
reaping sueh eommodity by teaehing as heretofore he did and still 
might have done to the great relief of himself and his poor family: And 
further your Majesty of your princely goodness intending the benefit of 
us your said poor servants did give unto us about two years past a 
lieense for the printing of music. So it is most gracious sovereign that 
the same hath fallen out to our great loss and hindranee to the value of 
two hundred marks at the least. It might therefore please your Majesty 
of your most abundant goodness for the better relievings of our poor es¬ 
tates to grant unto us without Fine a lease in reversion for the term of 
21 years of the yearly rent of £.30 to the tenant use. So shall we most 
dutifully pray unto almighty God for the prosperous preservation of your 
Majesty long to Reign over us. 


At Greenwich 27 June 1577 

It then pleased her Majesty to signify her pleasure that these peti¬ 
tioners in consideration of their good service done to her hightiess 
should have (without fine) a lease for 21 years of land in possession on 
Reversion not exceeding the yearly rent of £30 they abiding such order 
as should he taken by the Lord Treasurer or Sir Walter Mildmay Knight 
for the behoof of the tenants in possession. 

Edmund H. Fellowes, William Byrd, 2nd ed. (London: Oxford University Press, 1948), 
7-10. 
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Music in Castiglione s Courtier 


Baldassarre Castiglione’s ll libw del cortegiano (The Book of the Courtier, 
1528) puiports to be a transcription of four evenings’ conversation and discourse 
that supposedly took place in the year 1507 in the castle Of the Duke of Urbino. 
Music comes in for a great deal of praise. Some of this praise is the routine, rhe¬ 
torical kind, parroted from the classics, that educated persons liked to affect. But 
Castiglione also offers revealing glimpses of music practiced as a social pastime 
by ladies and gentlemen of birth and breeding. Revealing, too, are the attitudes 
that underlie courtly music-making. The old Aristotelian suspicion of “profes¬ 
sionalism ” is revived in the the call for a certain nonchalance (Italian: sprezza- 
tura), which the courtier is admonished to adopt in his musical performances. A 
spontaneous simplicity is admired. There is little appreciation of intricate part¬ 
writing, but instead solo singing to the lute is held up as the ideal medium. 
While a few books of songs with intabulated accompaniments had been 
published by the time of Castiglione’s book (chiefly by Petrucci) in response to 
this courtly taste, undoubtedly most such performances were spur-of-the- 
moment affairs, in which part-songs (frottole) were turned into solos by singing 
one line and reducing all the rest to chords. When we read later on of the 
“monodic revolution” at the end of the sixteenth century, we would do well to 
bear this important precedent in mind. 

The Count began again: “Gentlemen, you must know that I am not 
satisfied with our Courtier unless he be also a musician, and unless, 
besides understanding and being able to read music, he can play various 
instruments. For, if we rightly consider, no rest from toil and no medi¬ 
cine for ailing spirits can be found more decorous or praiseworthy in 
time of leisure than this; and especially in courts where, besides the 
release from vexations which music gives to all, many things are done to 
please the ladies, whose tender and delicate spirits are readily pene¬ 
trated with harmony and filled with sweetness. Hence, it is no wonder 
that in both ancient and modern times they have always been particu¬ 
larly fond of musicians, finding music a most welcome food for the spir¬ 
it.” 

Then Signor Gasparo said: “I think that music, along with many other 
vanities, is indeed well suited to women, and perhaps also to others who 
have the appearance of men, but not to real men; for the latter ought not 
to render their minds effeminate and afraid of death.” 

“Say not so,” replied the Count, “or I shall launch upon a great sea of 
praise for music, reminding you how greatly music was always cele¬ 
brated by the ancients and held to be a sacred thing; and how it was the 
opinion of very wise philosophers that the world is made up of music, 
that the heavens in their motion make harmony, and that even the 
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human soul was formed on the same principle, and is therefore 
awakened and has its virtues brought to life, as it were, through music. 
Therefore, do not wish to deprive our Courtier of music, which not only 
makes gentle the soul of man, but often tames wild beasts; and he who 
does not take pleasure in it can be sure that his spirit lacks harmony 
among its parts.” 

As the Count now remained silent for a little, the Magnifico Giuliano 
[de Medici] said: I am not at all of Signor Gasparo’s opinion. Indeed I 
think, for the reasons given by you and for many others, that music is not 
only an ornament but a necessity to the Courtier. Yet I would have you 
state how this and the other accomplishments which you assign to him 
are to be practiced, and at what times and in what manner. For many 
things which are praiseworthy in themselves often become most un¬ 
seemly when practiced at the wrong times; and, on the contrary, others 
which appear to be quite trivial are much prized when done in a proper 
way.” 

Then Cahneta said: “Gentlemen, since the hour is late, I think it 
would be well to put off the rest of this discussion until tomorrow, and let 
the brief time that remains be spent in some other more modest enter¬ 
tainment.” 

When everyone agreed, the Duchess desired that madonna Mar- 
gherita and madonna Costanza Fregosa should dance. Whereupon 
Barletta, a delightful musician and an excellent dancer, who always 
kept the court amused, began to play upon his instruments; and the two 
ladies, joining hands, danced a bassadanza with extreme grace, much 
to the delight of those who watched. 

[The next night, Messer Federico, speaking for the Count], went on: 
“There are certain exercises that can be practiced in public and in 
private, such as dancing. And in this I think the Courtier should take 
great care; because, when dancing in the presence of many and in a 
place full of people, I think he should maintain a certain dignity, though 
tempered with a fine and airy grace of movement; and even though he 
may feel himself to be most agile and a master of time and measure, let 
him not attempt those quick movements of foot and those double steps 
which we find most becoming in our Barletta, but which would perhaps 
little befit a gentleman. Yet privately, in a chamber, as we are now, I 
think he could be allowed to try this, and try branles [see p. 131, below] 
as well; but not in public, unless he is masquerading, for then it is not 
unseemly even if he should be recognized by all; for masquerading car¬ 
ries with it a certain freedom and license, which among other things en¬ 
ables one to choose the role in which he feels most able, and to bring dil¬ 
igence and a care for elegance into that principal aim, and to .show a cer¬ 
tain nonchalance in what does not matter. 

“About music I am of the same opinion: hence, I would not have our 
Courtier behave as many do who have no sooner come into any place 
(and even into the presence of gentlemen of whom they know nothing) 
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when, without waiting for much urging, they set about doing what they 
know how to do, and often enough what they do not know how to do; so 
that it seems they have put in an appearance for that alone, and that that 
is their principal profession. Therefore, let the Courtier turn to music as 
to a pastime, and as though forced, and not in the presence of persons of 
low birth or where there is a crowd. And although he may know and un¬ 
derstand what he does, in this also I would have him dissimulate the 
care and effort that is required in doing anything well; and let him ap¬ 
pear to esteem but little this accomplishment of his, yet by performing it 
excellently well, make others esteem it highly.” 

Then Signor Caspar Pallavicino said: “There are many kinds of 
music, vocal as well as instrumental: therefore I should be pleased to 
hear which is the best kind of all and on what occasion the Courtier 
ought to perform it.” 

Messer Federico answered: “In my opinion, the most beautiful 
music is in singing well and in reading at sight and in fine style, but even 
more in singing to the accompaniment of the lute, because nearly all the 
sweetness is in the solo and we note and follow the fine style and the mel¬ 
ody with greater attention in that our ears are not occupied with more 
than a single voice, and every little fault is the more clearly no¬ 
ticed—which does not happen when a group is singing, because then 
one sustains the other. But especially it is singing poetry with the lute 
that seems to me most delightful, as this gives to the words a wonderful 
charm and effectiveness. 

“All keyboard instruments are harmonious because their consonances 
are most perfect, and they lend themselves to the performance of many 
things that fill the soul with musical sweetness. And no less delightful is 
the music of four viols which is most suave and exquisite. The human 
voice gives ornament and much grace to all these instruments. 

“Then, as to the time for engaging in these several kinds of music, I 
think that must be whenever one finds himself in a familiar and 
cherished company where there are no pressing concerns; but it is es¬ 
pecially appropriate where ladies are present, because their aspect 
touches the soul of the listeners with sweetness, makes them more 
receptive to the suavity of the music, and arouses the spirits of the 
musicians as well. 

“As I have said, I favor shunning the crowd, especially the ignoble 
crowd. But the spice of everything must be discretion, because it would 
really not be possible to imagine all the cases that do occur; and if the 
Courtier is a good judge of himself, he will adapt himself to the occasion 
and will know when the minds of his listeners are disposed to listen and 
when not; and he will know his own age, for it is indeed unbecoming 
and most unsightly for a man of any station, who is old, gray, toothless, 
and wrinkled, to be seen lute in hand, playing and singing in a company 
of ladies, even though he may do this tolerably well. And that is because 
the words used in singing are for the most part amorous, and in old men 
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love is a ridiculous thing; although, among other miracles, it sometimes 
seems that Love delights in kindling cold hearts regardless of years/’ 

Baldesar Castiglione, The Book of the Courtier, trans. Charles S. Singleton (Garden City, 
N.Y.: Doubleday & Co., 1959), 74-77, 85-86, 102-106. Copyright© 1959 by Charles S. 
Singleton and Edgar de N. Mayhew. Reprinted by permission of Doubleday & Company, 
Inc. 
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Josquin des Prez in the 
Eyes of His Contemporaries 


The encyclopedic treatise Dodekachordon (1547) by the Swiss humanist 
Heinrich Loris, called Glareanus (1488-1563), was one of the outstanding 
achievements of sixteenth-century music theory. While its major contribution 
was the justification of the major and minor scales (under the names Ionian and 
Aeolian) within the system of tlie “church modes,'’ the book also contains a 
number of interesting sketches of the composers whose music Glareanus ad¬ 
mired most. He gives much space to anecdotes of sometimes dubious veracity 
and relevance, which, however, have the compensating virtue of vivid charac¬ 
terization—in a word, “human interest." And in this Glareanus reveals the Renais¬ 
sance inclination to glorify the creator along with his creations. Another sign of 
the times is Glareanus's occasional impatience with exhibitions of “mere" tech¬ 
nical competence at the expense of music's true purpose or content, which the 
writer sees in terms of music's power to move the “affections." This is a posi¬ 
tion a medieval thinker would have found incomprehensible, but one that in¬ 
creasingly came to characterize humanist thought. The outstanding personality 
in Glareanus's account is Josquin des Prez (c. 1440-1521), though even he does 
not entirely escape humanist censure for excessive cleverness. Josquin's pre¬ 
eminence among early sixteenth-century musicians is confirmed by all contem¬ 
porary writers and by the surpassingly wide dissemination his music enjoyed, 
and continued to enjoy for a half a century after his death, especially in 
German-speaking lands. 

In the great crowd of talented men, there stands out most particularly 
in talent, conscientiousness, and industry (unless I am mistaken in my 
affection) Jodocus a Prato, whom in his native Belgian tongue the ordi¬ 
nary people endearingly call Josquin. His talent was so versatile in every 
way, so equipped by a natural acumen and vigor, that there was nothing 
in this field which he could not do. But in many instances he lacked a 
proper measure and a judgment based on knowledge, and thus in some 
places in his songs he did not fully restrain, as he ought to have, the im- 
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petuosity of a lively talent, although this ordinary fault may be condoned 
because of the otherwise incomparable gifts of the man. Moreover, al¬ 
though his genius is indescribable and we can be amazed at it more than 
we can treat it worthily, it also seems that not only in genius should he 
be placed above others, but also in the carefulness of his emendations. 
For those who knew him say that he published his works after much de¬ 
liberation and with manifold corrections; neither did he release a song to 
the public unless he had kept it to himself for some years. 

Before becoming generally known, he is said to have done many 
things. Among many others the following story is told: Louis XII, the 
French king, had promised him some benefice, but when the promises 
remained unfulfilled, as is wont to happen in the courts of kings, Josquin 
became aroused and composed the Psalm “Remember thy word unto thy 
sei*vant” with such majesty and elegance that, when it was brought to the 
college of singers and then examined with strict justice, it was admired 
by everyone. The king, filled with shame, did not dare to defer the prom¬ 
ise any longer and discharged the favor which he had promised; but 
then Josquin, having experienced the liberality of a ruler, immediately 
began, as an act of gratitude, another Psalm, “Thou has dealt well with 
thy servant, O Lord. ” Yet between these two compositions one can see 
how much more of a stimulus is the uncertain hope of reward than is a 
securely established benefice. For in my opinion, looked at from the 
point of view of the affections, the first composition is much more beauti¬ 
ful than the second. 

Louis XII is said to have had a very inadequate voice. He had for¬ 
merly been pleased by some song and asked Josquin if there was anyone 
who would compose a song in several voices in which he could also sing 
some part. The singer, wondering at the demand of the king, whom he 
knew to be entirely ignorant of music, hesitated awhile and finally 
decided what he would answer. “My king,” he said, “I shall compose a 
song in which your Majesty will also be given a place in the singing.” 
The following day, after the King had had breakfast and was to be 
refreshed with songs according to royal custom, the singer produced his 
song composed in four parts. In it I do not approve the skill of his art so 
much as I praise industry joined with art. For he had composed the song 
so that two boys would sing the upper part very lightly and delicately in 
canon, evidently so that the exceedingly thin voice of the King would not 
be drowned out. He had given the King the next part, consisting of one 
continuous tone in the alto range, a range suitable to the royal voice. Not 
content with this device, and so that the King would not waver in pitch, 
the composer, who was to sing the bass, arranged this part so that at regu¬ 
lar intervals he would be supporting the King at the octave. The King 
laughed merrily at the trick and gladly dismissed the composer with a 
present and with the desired favor. 

And Josquin loved to produce many parts from one [i.e., canon], a 
practice which many after him emulated. But in compositions of this 
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kind, to say frankly what I believe, there is more display of skill than 
there is enjoyment which truly refreshes the hearing. 

Glareanus, Dodekocliordon, trans. Clement A. Miller (Rome: American Institute of 
Musicology, 1965), Chap. 24, abridged. Reprinted by permission of Dr. Annen Carapetyan, 
Director of the American Institute of Musicology. 


Josquin worked for Louis XII of France in the early 1500s; this, apparently, was 
his last official position. Earlier, like so many other Flemish musicians, he found 
employment in Italy first in Milan, then in Rome, and finally at the most 
musical Renaissance court of all, Ferrara. A fascinating document is the report 
sent on 2 September 1495 by a certain Gian, a kind of talent scout, to Ercole I 
d Este, Duke of Ferrara, in which Josquin’s merits are weighed against those of 
Heinrich Isaac (c. 1450-1517), his nearest rival in reputation. It is usually taken 
as a mark of Ercole’s artistic discrimination that he hired Josquin despite Gian’s 
recommendation of Isaac; but equally understandable might be the wish to 
“possess” the musician who by common consent was the best to be had at any 
price and whose presence might therefore confer the greatest prestige on the 
court he seiwed. 

I hereby inform Your Highness that the singer Isaac has been to Fer¬ 
rara and has fashioned a very good motet, and finished it in only two 
days. From this one can reliably conclude that he can compose very 
quickly and is a fine man besides. One can easily get along with him, 
and he seemed to me very suitable for Your Highness. Prince Alfonso 
[Ercole’s son, the later Duke] asked him through me whether he would 
like to enter Your Highness’s service. He answered that he would sooner 
serve you than the other Lords he knows, and that he would not refuse 
the appointment. He asked to be infomied within one month’s time 
whether or not he is hired, and we accepted this term so as to have time 
to inform Your Highness of these events. We have promised him ten 
ducats a month, and he is satisfied with that; so would you now be so 
kind as to send word as to whether you are in agreement with all this or 
not. He seemed to me far more suitable to serve Your Highness than 
Josquin, since he is more sociable with his colleagues and composes 
new things more quickly. It is true that Josquin is the better composer, 
but he writes only when he pleases, not when he is requested to, and has 
demanded 200 ducats in salary, while Isaac is content with 120. Your 
Highness can now choose between them at pleasure. 

Helmuth OsthoS, Josquin des Prez (Tutzing: H. Schneider, 1962), I, 211-12. Trans. R. T. 

Adrian Goclico, the author of the extraet given below, may have been merely 
boasting when he elaimed to have taken instruetion from Josquin. But the pas¬ 
sage has value even if spurious, for it illustrates the new Renaissanee attitude 
that valued the natural, spontaneous gift of the artist over the applieation of 
reason and mastery of theoretical doctrine. 


100 


The Renaissance 


My teacher Josquin des Prez never rehearsed or wrote out any 
musical exercises, yet in a short time made perfect musicians, since he 
did not hold his students back with lengthy and frivolous instructions, 
but imparted precepts in a few words, while teaching practical singing. 
When he had seen his students firmly grounded in singing, able to pro¬ 
nounce neatly, to sing ornately, and to put the words under the notes cor¬ 
rectly he taught them the perfect and imperfect consonances and how to 
improvise counterpoint on plainchant using these. Those whom he no¬ 
ticed to be of high ability and good disposition he taught in a few words 
the rules of composing in three parts, then in four, five, six, etc., always 
providing examples for them to imitate. Josquin did not judge everyone 
capable of the demands of composition. He felt that it should be taught 
only to those who were driven by an unusual force of their nature to 
this mo.st beautiful art, since he asserted that many works had been 
beautifully composed, and only one man out of thousands could com¬ 
pose anything like them, let alone better. 

Adrian Petit Coclico, Compendium musices [1552], trans. Albert Seay (Colorado Springs; 
Colorado College Music Press, 1973), 16. 

Martin Luther was a great admirer of Josquin’s art. The two well-known quota¬ 
tions given below once again emphasize Renaissance humanist ideals of natural¬ 
ness and spontaneity, governed withal by a sovereign mastery of technique—in a 
word, the “art that conceals art.” 

Josquin is a master of the notes, which must express what he desires; 
on the other hand, other choral composers must do what the notes dic¬ 
tate. 

God has His Gospel preached also through the medium of music; 
this may be seen from the compositions of Josquin, all of whose works 
are cheerful, gentle, mild and lovely; they flow and move along and are 
neither forced nor coerced and bound by rigid and stringent rules, but, 
on the contrary, are like the song of the finch. 

W. E. Buszin, ‘‘Luther on Music,” Tlie Musical Quarterly^ XXXII (1946), 91. 
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Few upheavals affected music as directly as did the Lutheran Reformation. For 
this was a revolution within the church, music’s own stronghold in the Renais¬ 
sance, led by a man whose passion for the art and whose recognition of its powers 
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were exceptional even for a humanist, let alone a theologian. Where the Roman 
church was traditionally suspicious of it, Luther enthusiastically embraced 
music as perhaps his most powerful ally in winning souls for God. He gave his 
musical philosophy its fullest expression in prefaces to the numerous publica¬ 
tions that, in the early years of the Reformation, supplied music for use in the Lu¬ 
theran churches and schools. The most extended and passionate of these is the 
preface to Symphoniae jucundae (1538), a collection of Latin motets issued by 
the reformer s close friend, the Wittenberg printer Georg Rhaw. A large propor¬ 
tion of the pieces contained in this anthology was the work of pre- and non- 
Lutheran musicians like Isaac, Mouton, Fevin, and, of course, Luther’s beloved 
Josquin (see the preceding selection). That Luther valued their music so highly 
shows that his love for it was not sectarian, but rather the love of a devotee and 
amateur practitioner of the art (Luther played the lute and the flute and even 
composed a few pieces that have survived). When he describes “figural music ” 
towards the end of this essay, Luther has a very specific kind in mind. When he 
speaks of a simple melody in one voice, with the others “tripping lustily ” about 
it, he is describing the so-called Tenorlied, the German part-song of the time, 
which had provided the model for the earliest Lutheran hymn settings. 

Martin Luther to the Devotees of Music: Greetings in Christ! I would 
certainly like to praise music with all my heart as the excellent gift of 
God which it is and to commend it to everyone. But I am so over¬ 
whelmed by the diversity and magnitude of its virtue and benefits that I 
can find neither beginning nor end nor method for my discourse. As much 
as I want to commend it, my praise is bound to be wanting and inade¬ 
quate. For who can comprehend it all? And even if you wanted to en¬ 
compass all of it, you would appear to have grasped nothing at all. First 
then, looking at music itself, you will find that from the beginning of the 
world it has been instilled and implanted in all creatures, individually 
and collectively. For nothing is without sound or harmony. Even the air, 
which of itself is invisible and imperceptible to all our senses, and 
which, since it lacks both voice and speech, is the least musical of all 
things, becomes sonorous, audible, and comprehensible when it is set in 
motion. Wondrous mysteries are here suggested by the Spirit, but this is 
not the place to dwell upon them. Music is still more wonderful in living 
things, especially birds, so that David, most musical of all kings and min¬ 
strel of God, in deepest wonder and spiritual exultation praised the as¬ 
tounding art and ease of the song of birds when he said in Psalm 104, 
“By them the birds of the heaven have their habitation; they sing among 
the branches.” 

And yet, compared to the human voice, all this hardly deserves the 
name of music, so abundant and incomprehensible is here the munifi¬ 
cence and wisdom of our most gracious Greator. Philosophers have 
labored to explain the marvelous instrument of the human voice; how 
can the air projected by a light movement of the tongue and an even 
lighter movement of the throat produce such an infinite variety and artic- 
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ulation of the voice and of words? And how can the voice, at the direc¬ 
tion of the will, sound forth so powerfully and vehemently that it cannot 
only be heard by everyone over a wide area, but also be understood? 
Philosophers for all their labor cannot find the explanation; and baffled, 
they end in perplexity; for none of them has yet been able to define or 
demonstrate the original components of the human voice, its sibilation 
and (as it were) its alphabet, e.g., in the case of laughter—to say nothing 
of weeping. They marvel, but they do not understand. But such specula¬ 
tions on the infinite wisdom of God, shown in this single part of his cre¬ 
ation, we shall leave to better men with more time on their hands. We 
have hardly touched on them. 

Here it must sufflce to discuss the uses of this great thing called 
music. But even that transcends the greatest eloquence of the most elo¬ 
quent, because of the infinite variety of its forms and benefits. We can 
mention only one point (which experience confirms), namely, that next 
to the Word of God, music deserves the highest praise. She is a mistress 
and governess of those human emotions—to pass over the animals— 
which as masters govern men or more often overwhelm them. No greater 
commendation than this can be found—at least not by us. For whether 
you wish to comfort the sad, to terrify the happy, to encourage the de¬ 
spairing, to humble the proud, to calm the passionate, or to appease those 
full of hate—and who could number all these masters of the human 
heart, namely, the emotions, inclinations, and affections that impel men 
to evil or good?—what more effective means than music could you find? 
The Holy Ghost himself honors her as an instrument for his proper work 
when in his Holy Scriptures he asserts that through her his gifts were in¬ 
stilled in the prophets, namely, the inclination to all virtues, as can be 
seen in Elisha. On the other hand, she serves to cast out Satan, the in¬ 
stigator of all sins, as is shown in Saul, the king of Israel [see p. 16]. 

Thus it was not without reason that the fathers and prophets wanted 
nothing else to be associated as closely with the Word of God as music. 
Therefore, we have so many hymns and Psalms where message and 
music join to move the listener’s soul, while in other living beings or 
when played on instruments music remains a language without words. 
After all, the gift of language combined with the gift of song was only 
given to man to let him know that he should praise God with both word 
and music, namely, by proclaiming the word through music and by 
providing sweet melodies with words. For even a comparison between 
different men will show how rich and manifold our glorious Greator 
proves himself in distributing the gifts of music, how much men differ 
from each other in voice and manner of speaking so that one amazingly 
excels the other. No two men can be found with exactly the same voice 
and manner of speaking, although they often seem to imitate each other, 
the one as it were being the ape of the other. 

But when learning is added to all this, and artistic music, which cor¬ 
rects, develops, and refines the natural music, then at last it is possible to 
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taste with wonder (yet not to comprehend) God’s absolute and perfect 
wisdom in his wondrous work of music. Here it is most remarkable that 
one single voice continues to sing the tenor, while at the same time 
many other voices trip lustily around it, exulting and adorning it in exu¬ 
berant strains and, as it were, leading it forth in a divine dance, so that 
those who are the least bit moved know nothing more amazing in the 
world. But any who remain unaffected are clodhoppers indeed and are 
fit to hear only the words of dung-poets and the music of pigs. 

But the subject is much too great for me briefly to describe all its 
benefits. And you, my young friends, let this noble, wholesome, and 
cheerful creation of God be commended to you. By it you may escape 
shameful desires and bad company. At the same time you may by this 
creation accustom yourselves to recognize and praise the Greater. Take 
special care to shun perverted minds who prostitute this lovely gift of na¬ 
ture and of art with their erotic rantings; and be quite assured that none 
but the devil goads them on to defy their very nature which would and 
should praise God its Maker with this gift, so that these bastards purloin 
the gift of God and use it to worship the foe of God, the enemy of nature 
and of this lovely art. Farewell in the Lord. 

Martin Luther, Preface to Symphoniae jucundae [1538], trans. Ulrich S. Leopold, in 
Luther’s Works, LIII (Philadelphia: The Fortress Press, 1965), 321-24. Used by permission 
of Fortress Press. 

As to the reformer’s reforms, they were meant to make church ritual generally, 
and church music particularly, a participatory, active experience, in keeping 
with Luther’s vision of the church as the community of all believers. Therefore, 
functions that had traditionally been the province of the monastic or professional 
choir were now to be shared by the entire congregation. Thus was born the unac¬ 
companied congregational hymn known as the Lutheran chorale, sung in unison 
and in the vernacular. The passage given below is from a liturgical prescription 
that Luther wrote in 1523. 

I also wish that we had as many songs as possible in the vernacular 
which the people could sing during Mass, immediately after the Gradual 
and also after the Sanctus and Agnus Dei. For who doubts that originally 
all the people sang these which now only the choir sings or responds to 
while the bishop is consecrating the Host? The bishops may have these 
congregational hymns sung either after the Latin chants, or use the Latin 
on one Sunday and the vernacular on the next, until the time comes that 
the whole Mass is sung in the vernacular. But poets are wanting among 
us, or not yet known, who could compose evangelical and spiritual 
songs, as Paul calls them, worthy to be used in the church of God. In the 
meantime, one may sing after communion, “Let God be blest, be 
praised, and thanked. Who to us himself hath granted.” Another good 
hymn is “Now Let Us Pray to the Holy Ghost” and also “A Child So 
Worthy.” For few are found that are written in a proper devotional style. 
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I mention this to encourage any German poets to compose evangelical 
hymns for us. 

This is enough for now about the Mass and communion. What is left 
can be decided by actual practice, as long as the Word of God is 
diligently and faithfully preached in the church. And if any should ask 
that all these forms be proved from Scriptures and the example of the Fa¬ 
thers, they do not disturb us; for as we have said above, liberty must 
prevail in these matters and Christian consciences not be bound by laws 
and ordinances. That is why the Scriptures prescribe nothing in these 
matters, but allow freedom for the Spirit to act according to his own un¬ 
derstanding as the respective place, time, and persons may require it. 
And as for the example of the Fathers, their liturgical orders are partly 
unknown, partly so much at variance with each other that nothing defi¬ 
nite can be established about them, evidently because they themselves 
used their liberty. And even if they were perfectly definite and clear, 
they still could not impose on us a law or the obligation to follow them. 

Martin Luther, “Order of Mass and Communion for the Church at Wittenberg,” trans. Paul 
Zeller Strodach, ibid., 36-37. Used by permission of Fortress Press. 

A memoir by Johann Walther (1496-1570), Luther’s chief musical assistant, 
shows the reformer himself at work on the task set forth in the foregoing selec¬ 
tion. His account was published in 1615 by a Lutheran musician of a later gener¬ 
ation, Michael Praetorius (1571-1621), in his three-volume musical en¬ 
cyclopedia Syntagma musicum. 

Martin Luther, that holy man of God and the prophet and apostle of 
the Gemian nation, took great pleasure both in plainsong and in poly¬ 
phonic music. I spent many an hour singing with him and saw how 
happy and joyful he was then. He could never get enough of music, and 
he spoke about it magnificently. Forty years ago, when he was arranging 
the German Mass at Wittenberg, he wrote to the Elector of Saxony and to 
Count Johansen of beloved memory, asking to have Conrad Rupff 
[another early Lutheran musician] and me sent to him there. We talked 
to him at length about church music and the nature of the eight modes. 
At length he assigned the eighth mode to the Epistle, and the sixth to the 
Gospel, saying: “Christ is a most amiable Lord, his words are sweet; let 
us, therefore, use the sixth mode for the Gospel. St. Paul, on the other 
hand, is a grave and serious apostle; let us use the eighth mode for the 
Epistle.” He himself, moreover, set the notes to the Epistles, the Gos¬ 
pels, and the sacrament of the true body and blood of Christ. He sang 
them all for me, and asked me for my comments. He kept me at Witten¬ 
berg for three weeks, while I set down in proper notation the music for 
some of the Gospels and Epistles, until the German Mass was sung for 
the first time in the parish church. I had to stay and hear it, and then take 
a copy with me to Torgau and, at Luther’s request, hand it over to the 
Elector. 
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He also had me set the Vesper hymns, which were quite popular at 
the time, to short, simple melodies for students and children. He wanted 
poor students, such as beg for their bread from door to door, to have 
Latin songs, antiphons and responsories, to sing when they had the op¬ 
portunity. He was not at all pleased at their having nothing to sing but 
Genuan songs. And let me say here that I do not at all approve of people 
who want to diive sacred music in Latin entirely out of the church, think¬ 
ing it not really Evangelical or properly Lutheran. Nor do I think any 
better of singing nothing but Latin music in church, since in that case the 
congregation understands nothing. The simjjle, old Lutheran songs and 
psalms in German are best for most people; those in Latin, however, are 
also useful for the benefit of students and scholars. 

It is clear, I think, that the Holy Spirit was at work not only with the 
authors of the Latin chant, but with Luther as well, who wrote most of 
the German hymns, and set [some of] them to music. Take for example 
the German Sanctus, Jesaia dem Propheten das geschah [“It happened 
unto Isaiah the Prophet”]. Luther set the notes to the text, with the cor¬ 
rect accentuation and prosody throughout—a masterful accomplish¬ 
ment. I was curious, and asked him where he had learned how to do it. 
He laughed at my simplicity, and said: “The poet Vergil taught me. He 
was able to fit his meter and diction to the story he was telling. Just so 
should music fit its notes and melodies to the text.” 

Michael Praetorius, Syntagma musicum, I (Wolfenbiittel, 1615), 451—53. Trans, for this 
book by Lawrence Rosenwald. 

One of the ways in which the Lutheran church met the problem of quickly ac¬ 
quiring a musical repertoire of its own was to take existing songs, often secular 
ones, and adapt the words to devotional use. This method, known as parody, had 
its detractors, who held that the inclusion of familiar popular songs in the 
religious service could only demean it. Luther, on the other hand, saw in their 
very popularity an asset to the chorales’ acceptance and potency. According to 
what is undoubtedly his most oft-quoted remark concerning music, Luther could 
not see why the devil should have all the best tunes. Here is a typical sacred par¬ 
ody, in which a popular song famous in a setting by Heinrich Isaac is converted 
to Lutheran use. 


Insbruck, ich muss dich lassen, 

Ich fahr dahin mein’ Strassen 
In fremde Land dahin. 

Mein’ Freud’ ist mir genom- 
men. 

Die ich nit weiss bekummen, 


Innsbruck, I now must leave 
thee. 

My way takes me far from here. 
From here to distant lands. 

My joy is taken from me, 

I don’t know how I’ll regain it 


Wo ich im Elend bin. 


Where I am made to suffer so. 
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O Welt, ich muss dich lassen, 

Ich falir dahin mein’ Strassen 

Ins ew’ge Vaterland. 

Mein Geist will ich aufgeben, 
Dazu mein Leib und Leben 
Setzen in Gottes gnadige 
Hand. 


O world, I now must leave 
thee. 

My way takes me far from here. 

To the eternal Fatherland. 

My soul I’ll render up. 
Likewise my body and life 
Will I place in God’s gracious 
hands. 


[Trans. R. T.] 

And here is a curious reversal of the process: an Italian parody of the Te Deum 
from about 1530 that uses Luther’s method to denounce him savagely. The open¬ 
ing of the original Te Deum text is on the left, the parody on the right, and a 
translation below. 


Te Deum laudamus: 

te Dominum confitemur. 

Te aeternum Patrem 
omnis terra veneratur. 

Tibi omnes Angeli, 
tibi Caeli et universae Potes- 
tates: 

Tibi Cherubim et Seraphim 
incessabili voce proclamant: 

Sanctus, Sanctus, Sanctus 
Dominus Deus Sabaoth. 

Pleni sunt caeli et terra 
majestatis gloriae tuae. 

Te gloriosus 

Apostolorum chorus: 

Te Prophetarum 
laudabilis numerus: 

Te Martyrum candidatus 
laudat exercitus. 


Te Lutherum damnamus: 
te haereticum confitemur. 

Te errorum patrem 
omnis terra detestatur. 

Tibi omnes Angeli, 

tibi justi et universae re- 
ligiones: 

Tibi clerici et laici 

detestabili voce proclamant: 

Dims, dims, dims 
Blasphemus in Deum Sa¬ 
baoth ! 

Pleni sunt caeli et terra 
horrendae miseriae tuae. 

Te adulterinus 

apostatarum chorus, 

Te hypocritum 

damnabilis numerus, 

Te excommunicatorum male- 
dictus laudat exercitus. 


We curse you, Luther, 

we acknowledge you a heretic. 

The whole world 

detests you, father of error. 

All the angels, 

all just men, all religions. 

Clergy and laity alike, 
all proclaim in a voice of execration; 
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“Horrid, horrid, horrid 
blasphemer against the Lord of Hosts! 

Heaven and earth are filled 
with your horrible dirty work!” 

The adulterous choir 
of apostates. 

The damned crew 
of hypocrites. 

The accursed army 
of the anathematized 
Sing your praises. 

Bologna, Civico Museo Bibliografico Musicale, MS Q27. Trans, for this book by Lawrence 
Rosenwald. 
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Except for Luther, the reformers of the sixteenth century were just as mistrustful 
of music as was the church against which they rebelled. Zwingli in Zurich and 
Calvin in Geneva would permit only unison congregational psalm-singing to take 
place in church, while for home use they sanctioned a few polyphonic psalters 
whose extremely restrained and simplified, chordal style was as far from the avid 
Lutheran perpetuation of Fran co-Flemish traditions as could be imagined. In 
his preface to the Geneva Psalter of 1543, Calvin quotes from St. Augustine and 
from Plato on the need to control and regulate music as strictly as possible. For 
him, as for the medieval Church Fathers, to perform music in church was to play 
with spiritual fire. 

As to public prayers, there are two kinds; the one consists of words 
alone; the other includes music. And this is no recent invention. For 
since the very beginning of the Church it has been this way, as we may 
learn from history books. Nor does St. Paul himself speak only of prayer 
by word of mouth, but also of singing. And in truth, we know from expe¬ 
rience that song has a great power and strength to move and inflame the 
hearts of men to invoke and praise God with a heart more vehement and 
ardent. One must always watch lest the song be light and frivolous; 
rather, it should have weight and majesty, as St. Augustine says. And 
thus there is a great difference between the music that is made to enter¬ 
tain people at home and at table, and the Psalms which are sung in 
church, in the presence of God and His angels. Therefore, if any wish 
rightly to judge the kind of music presented here, we hope he will find it 



108 


The Renaissance 


to be holy and pure, seeing that it is simply made in keeping with the ed¬ 
ification of which we have spoken, whatever further use it may be put to. 
For even in our homes and out of doors let it be a spur to us and a means 
of praising God and lifting up our hearts to Him, so that we may be con¬ 
soled by meditating on His virtue, His bounty. His wisdom, and His jus¬ 
tice. For this is more necessary than one can ever tell. 

Among all the other things that are proper for the recreation of man 
and for giving him pleasure, music, if not the first, is among the most im¬ 
portant; and we must consider it a gift from God expressly made for that 
purpose. And for this reason we must be all the more careful not to abuse 
it, for fear of defiling or contaminating it, converting to our damnation 
what is intended for our profit and salvation. If even for this reason 
alone, we might well be moved to restrict the use of music to make it 
serve only what is respectable and never use it for unbridled dissipa¬ 
tions or for emasculating ourselves with immoderate pleasure. Nor 
should it lead us to lasciviousness or shamelessness. But more than this, 
there is hardly anything in the world that has greater power to bend 
the morals of men this way or that, as Plato has wisely observed. And in 
fact we find from experience that it has an insidious and well-nigh in¬ 
credible power to move us whither it will. And for diis reason we must 
be all the more diligent to control music in such a way that it will serve 
us for good and in no way harm us. This is why the early doctors of the 
Ghurch used to complain that the people of their time were addicted 
to illicit and shameless songs, which they were right to call a mortal, 
world-corrupting poison of Satan’s. Now in treating music I recognize 
two parts, to wit, the word, that is the subject and text, and the song, or 
melody. It is true, as St. Paul says, that all evil words will pervert good 
morals. But when melody goes with them, they will pierce the heart 
much more strongly and enter within. Just as wine is funneled into a bar¬ 
rel, so are venom and corruption distilled to the very depths of the heart 
by melody. So what are we to do? We should have songs that are not only 
upright but holy, that will spur us to pray to God and praise Him, to 
meditate on His works so as to love Him, to fear Him, to honor Him and 
glorify Him. For what St. Augustine said is true, that one can sing 
nothing worthy of God save what one has received from Him. Wherefore 
though we look far and wide we will find no better songs nor songs more 
suitable to that purpose than the Psalms of David, which the Holy Spirit 
made and imparted to him. Thus, singing them we may be sure that our 
words come from God just as if He were to sing in us for his own exalta¬ 
tion. Wherefore Ghrysostom exhorts men, women, and children alike to 
get used to singing them, so as through this act of meditation to become 
as one with the choir of angels. Then, too, we must keep in mind what St. 
Paul says, that devotional songs can only be sung well by the heart. Now 
the heart implies intelligence, which, says St. Augustine, is the dif¬ 
ference between the singing of men and that of birds. For though a lin¬ 
net, a nightingale, or a parrot sing ever so well, it will be without under- 
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standing. Now it is man’s gift to be able to sing and to know what it is he 
is singing. After intelligence, the heart and the emotions must follow, and 
this can happen only if we have the hymn engraved in our memory so 
that it will never cease. 

And therefore the present book needs little recommendation from 
me, seeing that in and of itself it possesses its own value and sings its 
own praise. Only let the world have the good sense henceforth to leave 
off singing those songs—in part vain and frivolous, in part stupid and 
dull, in part foul and vile and in consequence evil and destructive 
—which it has availed itself of up to now, and to use these divine and 
heavenly canticles with good King David. As for the melody, it has 
seemed best to moderate it in the way we have done, so as to lend it the 
gravity and majesty that befits its subject, and as might even be suitable 
for singing in Church, according to what has been said. 

Geneva, June 10, 1543. 

Jean Calvin, “CEuvres” choisies (Geneva: Chouet & Cie., 1909), 173-76. Trans. R. T. 


29 

The Reformation in England 


Surely among the most hostile of all the reformers towards music were the Eng¬ 
lish. During the reign of Edward VI (1547-53), veritable search-and-destroy mis¬ 
sions were carried out against books of elaborately polyphonic “popish ditties, ” 
which is one reason why the magnificent English music of the Middle Ages and 
early Renaissance only survives fragmentarily, and why so much of it is better 
represented in Continental sources than in English ones. A selection of the more 
stringent cathedral injunctions of Edward’s reign will give an idea of the severity 
of English reformist attitudes. 


Lincoln Cathedral, 14 April 1548: 

The choir shall henceforth sing or say no anthems of our Lady or other 
Saints, but only of our Lord, and them not in Latin; but choosing out the 
best and most sounding to Christian religion they shall turn the same 
into English, setting thereunto a plain and distinct note for every syllable 
one: they shall sing them and none other. And after them read the collect 
for the preservation of the King’s Majesty and the magistrates, which is 
contained and set forth in the English suffrage. 
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St. George’s Chapel, Windsor, 8 February 1550: 

Because the great number of ceremonies in the church are now put away 
by the King’s Majesty’s authority and act of Parliament, so that fewer 
choristers be requisite, and the College is now otheiAvise more charged 
than it hath been; we enjoin from henceforth there shall be found in this 
College only ten choristers; and their Informator shall be yearly chosen 
by the Dean and Chapter. 

Whereas heretofore, when descant, prick-song [i.e., polyphony], and 
organs were too much used and had in price in the church, great search 
was made for cunning men in that faculty, among whom there were 
many that had joined with such cunning evil conditions, as pride, con¬ 
tention, railing, drunkenness, contempt of their superiors, or such-like 
vice, we now intending to have Almighty God praised with gentle and 
sober quiet minds and with honest hearts, and also the Commonwealth 
served with convenient ministers, do enjoin that from henceforth when 
the room of any of the clerks shall be void, the Dean and prebendaries of 
the church shall make search for quiet and honest men, learned in the 
Latin tongue, which have competent voices and can sing, apt to study 
and willing to increase in learning: so that they may be first deacons and 
afterward admitted priests; having always more regard to their virtue 
and learning than to excellency in music. 


York Minster, 1552: 

We will and command that there be none other note sung or used in the 
said church at any service there to be had, saving square note plain [i.e., 
unaccompanied hymns], so that every syllable may be plainly and dis¬ 
tinctly pionounced, and without any reports or lepeatings which may in¬ 
duce any obscureness to the hearers. 

We will and command that there be no more playing of the organs, 
either at the Morning Prayer, the Communion, or the Evening Prayer 
within this Church of York, but that the said playing do utterly cease and 
be left the time of Divine Service within the said Church. 

Peter le Huray, Music and the Reformation in England (Cambridge: Cambridge Univer¬ 
sity Press, 1967), 9, 24-25. 

The English Reformation differed from all the others in one crucial respect: it 
was led from above. Secular authority was on the side of the reformers, and 
recusants, those who refused to follow the reform, were persecuted. Many faith¬ 
ful Catholics went underground; William Byrd was among these. Others were 
exposed and had to flee; among the latter unfortunate group was the greatest 
English organist of the time, John Bull, who tells his own story in a letter of 1614, 
written originally in Flemish, to the mayor and aldermen of Antwerp. 
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Be it humbly known that John Bull, organist, was in the service of the 
King of England; and how, in the month of October in the year 1613, he 
was forced to take flight thence hither, since information had been laid 
against him that he was of the Catholic faith, and that he would not ac¬ 
knowledge His Majesty as Head of the Church. Which is a capital offense 
there. On account of which Their Highnesses [Albert and Isabel of the 
Netherlands] took him into their service, granting him a salary of 800 
guilders a year, as well as exemption from tax, watch and other civic 
charges. But when, some time later, they learned that this was very 
displeasing to the aforesaid King of England, they dismissed him from 
their service. Wherefore he left some months ago to come hither into this 
city, as being the most famous in Europe for holding all the arts in higher 
esteem than elsewhere, and during this time he has given ample evi¬ 
dence to Your Worships and to everyone, in public in the churches, as 
well as in private houses, of the skill and knowledge of music which the 
Lord (be it said without boasting) has been pleased to bestow upon him. 
And since he is resolved to remain in this city, and there to live and die 
in the Catholic faith; and since he was forced to leave all his goods (with 
which he was well provided) in England; so he could not fail to offer his 
humble and willing services to Your Worships and to this city, most 
humbly craving that you will be pleased to appoint him your organist- 
pensioner at whatever salary you may think just and reasonable for a per¬ 
son of his quality, granting him in addition exemption from tax, watch 
and other civic duties. In return for which he will gladly serve Your 
Worships not only in whatever church services it shall please you to 
command, but also to play during banquets and feasts at which the city 
may desire to uphold its renown by means of music, upon the occasions 
of visits by lords and princes, without involving you in any additional ex¬ 
pense. 

Thurston Dart, “An unknown letter from Dr. John Bull,” Acta Musicologica, XXXII (1960), 
177. 
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A very significant departure in compositional technique took place around the 
time of Josquin’s maturity. This was the shift from the “successive” procedure of 
adding voice to voice generally employed by medieval composers of polyphonic 
music (see Aegidius of Murino’s motet recipe, p. 66) to a method in which the 
composer shaped the texture as a whole, with due regard for each polyphonic 
strand. Not only does this change in compositional method reveal a new aware- 
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ness of the “vertical/' or harmonic, element on the part of composers, but it also 
shows a lessened reliance on “authority” such as characterized the attitude of 
medieval musicians. No longer did a composer necessarily begin with a bor¬ 
rowed melody as foundation for his polyphony. The new ideal was a light and 
airy texture, in which all the voices participated equally in the presentation of 
the oft-times freely invented melodic material. The voices were generally 
brought in one by one, each beginning with the same musical phrase as the pre¬ 
ceding voice. Renaissance composers could generate lengthy pieces out of suc¬ 
cessive “points of imitation,” while the technique permitted them to explore all 
kinds of subtleties in varying the order of entries, the time elapsing between 
them, and the pitch interval at which imitation took place. Music governed by 
“simultaneous conception” of parts could serve the Renaissance ideals of natu¬ 
ralness and spontaneity better than any known previously. The new technique 
was first described by the Florentine theorist Pietro Aron (c. 1490-1545) in his 
compendium II Toscanello in musica of 1523. Aron's understanding of the older 
method is clearly imperfect: he imagines composers starting with the top voice 
and working their way down, while we know the actual practice to have been 
more nearly the opposite. 


[Explanation of Counterpoint] 

Through counterpoint a simple song, most beautiful in nature, is ar¬ 
tificially varied in many ways and thereby becomes much more beautiful 
and smooth and of infinite sweetness to the listeners who partake of it. 
We call counterpoint a procedure containing in itself diverse variations 
of singable sounds with certain reason in proportions and measure of 
time. It is called counterpoint from “point against point,” that is, note 
against note, because the notes are placed one against another, and a har¬ 
monic concordance of the extreme sounds which correspond together 
arises. 


How the Composer May Give a Beginning to His Song 

Many composers used to have the idea that the cantus [soprano] should 
be fashioned first, then the tenor, and after the tenor the bass. This hap¬ 
pened because they lacked the order and understanding of what was 
required in making the alto part, and thus they made many difficulties in 
their compositions, because this inconvenience forced them to use uni¬ 
sons, rests, and ascending and descending leaps difficult for the singer, 
so that their songs had little smoothness or harmony. For when the 
cantus or soprano was written first and then the tenor, sometimes there 
would be no room left for the bass after the tenor was written, and after 
the bass was written, some notes in the alto would not fit. Thus when one 
considers only part by part, that is, when you attend only to the concord 
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of the tenor when composing that part, and the same for the bass, each 
part may necessarily suffer the loss of its place in the overall harmony. 

The moderns have considered better in this matter, as is manifest in 
their compositions for four, five, six, or more voices, each of which has its 
place and moves easily and smoothly. For modern composers consider 
all the parts together rather than by the method described above. If you 
prefer to begin by bringing in the cantus, the tenor, or the bass first, this is 
up to you. But because it might be difficult and troublesome to begin 
[your point of imitation] now with one part and now with another, until 
you are somewhat experienced through practice, follow the order and 
method given above. 

Pietro Aron, // Toscanello in inusica, trans. Peter Bergquist (Colorado Springs: Colorado 
College Music Press, 1970), II, 21, 27-28. 


One of the major achievements of High Renaissance music was the regulariza¬ 
tion of dissonance treatment. Dissonances were carefully controlled within a 
context dominated by consonance. They were rigorously subordinated to con¬ 
sonance and were “prepared” and “resolved” according to well-defined princi¬ 
ples, so as not to disturb the flow of counterpoint. Rules were devised to train 
composers in handling dissonances in this way, and these rules still survive in 
academic counterpoint study. What follows is the preliminary discussion that in¬ 
troduces these rules in the great treatise of 1558, the Istitutioni hannoniche of 
Gioseffo Zarlino (1517-90). 

As I have said, every composition, counterpoint, or harmony is com¬ 
posed principally of consonances. Nevertheless, for greater beauty and 
charm dissonances are used, incidentally and secondarily. Although 
these dissonances are not pleasing in isolation, when they are properly 
placed according to the precepts given, the ear not only endures them 
but derives pleasure and delight from them. They are of double utility to 
the musician. The first has been mentioned: with their aid we may pass 
from one consonance to another. The second is that a dissonance causes 
the consonance that follows it to sound more agreeable. The ear then 
grasps and appreciates the consonance with greater pleasure, just as 
light is more delightful to the sight after darkness, and the taste of sweets 
more delicious after something bitter. We daily have the experience that 
after the ear is offended by a dissonance for a short time, the consonance 
following it becomes all the more sweet and pleasant. Therefore the 
musicians of older times held that compositions should include not only 
perfect and imperfect consonances, but also dissonances; for they 
realized that their work would achieve more beauty and charm with 
them than without them. Had they composed solely with consonance, 
they might have iiroduced agreeable effects, but nonetheless their com¬ 
positions (being unmixed witli dissonance) would have been somehow 
imperfect; and this from the standpoint of singing as well as of composi- 
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tion, for they would have lacked the great grace that stems from these 
dissonances. 

Though I have said that in composing we use consonances primarily, 
and dissonances incidentally, it must not be thought that these disso¬ 
nances can be placed in counterpoints or compositions without rule or 
order, as is sometimes done, for confusion would result. Care should be 
taken to use them in an orderly, regular fashion, so that all may turn out 
well. Two things must be borne in mind above others, and I believe all 
the beauty and charm of every composition resides in these: the move¬ 
ments of the melodic parts, ascending and descending in similar or con¬ 
trary motion; and the proper distribution of the consonances in the tex¬ 
ture. 

Gioseffo Zarlino, Istitutioni harmoniche, trans. Guy A. Marco and Glaude V. Palisca, in 
Zarlino, The Art of Counterpoint (New Haven: Yale University Press, 1968), 53-54. Copy¬ 
right © 1968 by Yale University. Reprinted by permission of Yale University Press. 
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Willaert the Reformer 


Zarlino’s rules (see the preceding selection) were largely derived from the com¬ 
positional style of his teacher, Adrian Willaert (c. 1490-1562), a transplanted 
Fleming who stood supreme among musicians in mid-sixteenth-century Italy. 
He appears to have devoted special attention in his compositions to the regula¬ 
tion of the handling of dissonance and the clarification of text declamation, for 
which he earned the reputation of a reformer. As cantor of St. Mark's in Venice, 
Willaert was also an early experimenter with the effects of “split" (antiphonal) 
choruses later brought to such a peak by his successors the Gabrielis. His ac¬ 
complishments in reforming the music of his time are celebrated in two passages 
below, the first by his protege Zarlino, the second by a German musician of the 
time, whose testimony shows how far-reaching Willaeit's influence was. 

God has shown us the favor of causing Adriano Willaert to be born in 
our day, in truth one of the rarest masters who has ever practiced music 
and who, a new Pythagoras as it were, after examining thoroughly all 
music's possibilities and finding a vast number of errors, set to work to 
eliminate them and to restore it to that honor and dignity which were 
once its own and which should be its own by right; and he has shown us 
a reasonable way of composing gracefully any song, providing the most 
glorious example in his own works. 

Alfred Einstein, The Italian Madrigal (Princeton: Princeton University Press, 1949), I, 322 
(from Preface to Zarlino, Istitutioni harmoniche). 
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Recently, Adrian Willaert seems to have begun, and happily so, a 
new music, in which he does away altogether with the liberties taken by 
the older composers in matters of declamation. He so strictly observes 
well-defined rules that his compositions offer the singer greatest 
pleasure and no difficulties at all as far as the words are concerned. All 
modern composers follow him now. As Josquin appears to be the leader 
of the older school of music, so Adrianus stands out as the summit, the fa¬ 
ther, leader, and creator of the new style which is now being generally 
imitated. For he followed not only the precepts of the older composers in 
many of his published compositions, but he also arrived finally at a more 
precise understanding of the rules and found a new style which he also 
taught others such as Orlando [di Lasso] and Cipriano [de Rore] etc. 
and he himself wrote in this style many compositions partly set to Latin 
texts [i.e., motets], partly to Italian [i.e. madrigals, of which Willaert 
was one of the earliest composers]. 

Gasper Stocker (c. 1570), in Edward Lowinsky, “A Treatise on Text Underlay by a Ger¬ 
man Disciple of Francesco de Salinas,” Festschrift Heinrich Besseler, ed. Eberhardt Klemm 
(Leipzig: VEB Deutscher Verlag fur Musik, 1961), 245-46. 
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Music at a Medici Wedding 


Renaissance court music-making at its most spectacular took place at state wed¬ 
dings, and nowhere more lavishly than in Medici Florence. The celebrations 
would culminate in the evening with a dramatic spectacle, between the acts of 
which would be performed a curious kind of diversion known as intermedio, 
where music really came into its own. The Florentine intennedii were allegori¬ 
cal representations that provided a kind of commentary to the main drama. In 
their mixture of scenic effects, dramatic action, and music they were a notable 
precursor of opera. Indeed, the famous intermedii of 1589 (for which all the 
music survives) were the work of many of the same artists who a decade later 
produced the first genuine specimens of music drama. The description given 
below is that of an earlier set of intermedii performed at the wedding of Fran¬ 
cesco de’ Medici and Joanna of Austria in 1565. The music is no longer extant, 
but so vivid is the account that one can fairly hear the madrigals, solo songs, and 
dance numbers, with their rich and variegated instrumental accompaniment 
—the ancestor of the modern orchestra. As for the visual effects, they reveal in 
their spectacular virtuosity the advanced state the art of stagecraft had reached in 
Italy by the sixteenth century. 
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DESCRIPTION 
OF THE INTERMEDII 
REPRESENTED 
WITH THE COMEDY 
At the Nuptials of His Most Illustrious and 
Excellent Highness the Prince of Florence, 
and of Siena. 

IN FLORENCE, a.d. 1565 

All the Intermedii were taken from the story of Cupid and Psyche, so 
pleasingly related by Apuleius in his romance “The Golden Ass”; and 
we proceeded by selecting the parts that seemed to be the most impor¬ 
tant, and fitting them to the Comedy with all the skill at our command, 
with the intention of making it appear as if that which is enacted by the 
Gods in the fable of the Intermedii, is likewise enacted—as it were, 
under constraint of a higher power—by the mortals in the comedy. 



Lavish Spectacle at the Medici Court. From a volume c’ommemorating the 
wedding of Grand Duke Francesco and Bianca Cappello (Feste nolle nozze del 
Serenissimo . .. Gran Duca ..., Florence, 1579), one ot the numerous occasions 
of state on which all the theatrical arts, including, importantly, vocal and in¬ 
strumental music, were combined in fanciful recreations of classical myths used 
in allegorical tribute to the rulers. It is easy to see how the earliest operas grew 
out of this same tradition. 
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First iiitermedio 

Accordingly, a l>rief space after the descent of the curtains which conceal 
from the eyes of the Spectators the Perspective of the concave Heavens of 
the opening scene, there is seen to appear a second, most ingeniously 
contrived Heaven, wherefrom, little by little, a Cloud is perceived 
approaching, in which there is set with singular ingenuity a gilded and 
gem-encrusted Car, recognized as that of Venus, because it is seen to be 
drawn by two snow-white swans, and in which, as Mistress and chario¬ 
teer, is most majestically seated that loveliest of Goddesses, entirely 
nude, engarlanded with roses and, reins in hand, adorned with the beau¬ 
tiful girdle called Cestus by the ancients. 

In her train follow the three Graces and the four Seasons, all distin¬ 
guishable by their costumes. All of these were seated in charming group¬ 
ing on the aforementioned cloud, which, descending little by little, 
seemed to leave behind it in Heaven Jove, Juno, Saturn, Mars, Mercury, 
and the other Gods, from whose midst was nevertheless heard to issue a 
Harmony passing sweet, seemingly a thing divine rather than human, 
while the entire great, dark Hall was filled with the sweetest and most 
precious odors. 

At the same time there was seen at one extremity of the perspective, 
as though walking on the earth, Cupid approaching with wings and quite 
nude as he is described by the Poets, in whose company were seen his 
four principal passions—Hope, Fear, Joy, and Sorrow, all distin¬ 
guishable by their costumes. 

All these having come near the car, which in the meantime had 
reached the ground, Venus, who had risen to her feet and gracefully 
turned about, sang a btdlata, seconded by all the others, in which her 
envy of Psyche is expressed. In the meantime, Cupid, crossing the Stage 
with his companions, sang the last stanza of the hallata, where he 
expresses his determination to avenge his mother, all the while letting 
numerous arrows fly into the crowd of onlookers. 


Second Intermedio 

The first Act being finished, there is seen issuing, from one of the four 
passageways left between the scenes for the use of the actors, a tiny 
Cupid gracefully bearing in one arm the counterfeit presentment of a 
swan, whereto is most skillfully attached a bass viol of no great size, from 
which latter, with a willow wand held in the other hand and concealing 
the Bow fixed beneath it, he, as it were with playful art, drew sweet 
sounds. 

When he had reached his predetermined station. Music was seen 
approaching, recognizable by the harmonic band which she wore on her 
head, and by her rich robe all bestrewn with her various instruments. 
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and with divers charts whereon were inscribed all the notes and all the 
measures of the same, and by the large and handsome bass lyre, on 
which she played while advancing. 

Behind these, four more Cupids were seen to enter all at the same 
time, playing on four profusely ornamented lutes as they advanced; and 
after them four others, two with apples in their hands and disporting 
together, and two who with bows and arrows were shooting at each other 
with a certain affectionate grace. 

All these, now formed into a choir, most sweetly sang and played a 
madrigal relating how Cupid, taking arms against love, fell victim to 
himself and to Psyche. 


Third Intermedia 

While Cupid is bent on another task, namely, the inflaming of human 
hearts, it appears at the end of the second Act as though the floor of the 
stage were rising up into seven small Hillocks; whence were seen to 
issue gradually, at first seven, and then seven more Deceptions. These 
were readily to be recognized as such, because every one wore as a 
headdress, each in a different and graceful attitude, a Wolf, forming 
indeed a pleasing and diverting spectacle for the audience; having, fur- 
theiTnore, their busts all mottled and spotted in the semblance of Leop¬ 
ards, and the rest of the body, and the legs and tails in the guise of ser¬ 
pents. Some held in their hands Nets, others Fishhooks, and others hav¬ 
ing Paws and Claws, beneath all of which were concealed small Cor¬ 
netts. And thus they sang a Madrigal of how Cupid sought to deceive his 
mother Venus, and following that took their most orderly departure by 
the four passageways of the Stage. 


Fourth Intermedia 

Offense resulting from the Deceptions, and dissensions with a thousand 
other ills, instead of the seven hillocks there came to view seven small 
craters after the third Act. Dark smoke issued forth, followed gradually 
by Discord, Anger, Cruelty, Rapine, and Vendetta, all of whom could be 
recognized by their costumes. 

And next followed two Anthropophagi, or Laestrygones, whichever 
one may please to name them, who, blowing two trombones in the form 
of ordinary trumpets, seemed as though they would excite the spectators 
to combat. Each of them was placed between two Furies provided with 
drums having iron drumsticks, and with divers arms, beneath which 
were hidden divers instruments. 

All of them together sang and played a madrigal of arms and war, 
while executing, in the excitement of combatants, a new and extravagant 
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Moresca [Moorish dance] at the end of which, rushing hither and thither 
across the stage as if in confusion, they fled in simulated terror from the 
gaze of the spectators. 


Fifth Interrnedio 

Psyche, given over to desperation, is seen approaching, after having 
been sent by Venus to the Infernal Proserpine, accompanied by malign 
Jealousy all pallid and doleful, and by Envy, Care, and Scorn, who by 
their costumes reveal their identity. 

Now when these four, while beating her and urging her on, were ar- 
riv’ed at the intended spot, the Earth suddenly opened with fire and 
smoke, wherefrom were marvelously seen to appear four Serpents, the 
which they seized, however they sought to prevent, and, lashing them 
right and left with the thorny rods they held in their hands, under which 
were hidden four little bows, they finally seemed to disappear into the 
bloody gorge, and immediately there was heard issuing from the interi¬ 
ors a mournful, yet wondrous suave and sweet harmony, for within the 
Serpents had been set with singular ingenuity four bass Viols, which ac¬ 
companied Psyche in her madrigal of despair, which she sang with such 
sweetness that one saw the tears drawn from the eyes of more than one. 

Last Interrnedio 

When the Comedy was finished, there was seen to rise all at once out of 
the flooring of the stage a small, verdant Mount all adorned with Laurels 
and divers flowers, which, bearing on its summit the winged Horse 
Pegasus, was directly perceived to be Mount Helicon, whence little by 
little was seen descending that charmful band of Cupids, along with 
Zephyr and Music and Amor and Psyche held by the hand and all 
joyous and festive, now that she had returned safe from the Inferno, 
and through the intercession of Jove, moved by the prayers of her Hus¬ 
band, had won pardon and grace from the offended Venus. And with 
these was Pan, and nine other Satyrs with divers pastoral instruments 
in their hands, under which various other musical instruments were 
concealed. These, descending from the aforesaid Mount, led Hymen, 
the God of Nuptials, along with them, and playing and singing in his 
praise, and executing a new and most vivacious dance, they formed a 
graceful close to the festival. 

For the satisfaction of curious Musicians, should these lucubrations 
fall into the hands of any such, we shall add that as the Hall, besides 
being marvelously beautiful, was of a singular magnitude and altitude, 
and perhaps the greatest of which we have knowledge today, it was nec- 
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essary to make the Concerts of Music very full, and therefore the first 
from which emanated the exceeding sweet liarmony of the open Heav¬ 
ens, was formed 

By four double-manual Harpsichords 

By four Viols 

By two Trombones 

By two Tenor Recorders 

By one mute Cornett 

By one Transverse Flute 

And by two Lutes. 

The Music for the first two stanzas of the Ballata of Venus was in 
eight parts: only sung on the stage by voices, and accompanied behind 
the scenes, a feat of singular difficulty, calling for ingenuity. 

By two Harpsichords 
By four Bass Viols 
By one alto Lute 
By one mute Cornett 
By one Trombone 
And by two Recorders. 

Then the last stanza of Cupid was likewise sung by voices throughout 
in five parts, on the stage, and accompanied behind the scenes 

By two Harpsichords 
By one large Lute 

By one contrabass Viol doubling the bass 
By one soprano Viol, also doubling 
By one Recorder, also doubling 
By four transverse flutes 
And by one Trombone. 

And this was the first intermedio. The last was in four parts, and most 
fully quadrupling all the voices, and adding thereto 

Two mute Cornetts 

Two trombones 

One Dulcian 

One small Serpent 

One bass Lyra da braccio 

One regular-sized lyra da braccio 

One violin 

And two Lutes 

playing in the first song, and all singing. 

In the second, where all is danced, the lines were sung by only eight 
voices, and the lyras were played, but in the refrain, refreshing as it were 
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the spirits ot the auditors, all were heard joyously playing and singing 
together with renewed gusto. 

Messer Alessandro Striggio wrote the Music lor the first, second, and 
fifth interinedios. That for the third, the fourth, and the last was furnished 
by Messer Francesco Corteccia, Maestro di Cappella to their most Illus¬ 
trious Excellencies. 

O.scar Sonneck, Miscellaneous Studies in the History of Music (New York: Macmillan, 
1921), 276-86, alniclKed (Filippo Giiinti, 159.3, trans. Theodore Baker). 
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Lasso and Palestrina 
as Revealed in Their Letters 


One of the last of the peripatetic Netherlanders who contributed so much to the 
development of Renaissance musical style, Roland de Lassus (also known as 
Orlando di Lasso, 1532-94) was horn in Belgium, educated in Italy, and 
employed most of his life by the Bavarian dukes at Munich. Hired by Albert V in 
1556, Lasso became fast friends with his employer’s son, who was roughly his 
age. When the son became Duke William V, the friendship continued, and no 
greater testimony to the status Lasso enjoyed at the Bavarian court could be 
imagined than the familiarity with which the musician addressed his patron in a 
number of surviving letters. Nor could we hope fora better testimony to the cos¬ 
mopolitan character of Lasso’s career and art than the freewheeling mixture of 
French, German, Italian, and Latin in which the letter given below is playfully 
cast. The signature (see the fascimile of the letter) is another playful touch; it is 
a musical rebus, whose solution requires a knowledge of solmization according 
to the Gnidonian hand (see above, p. 52). In the “soft hexachord,’’ the notes 
given would be read “la so[l]. ” 

Trehaut, Trepuissant, Jouissant: 
mons'" mon maistre a Jamais. 


Most High, Most Mighty, Flighty: 
lord my master Forevermore: 


Ego sum arivatus monacorum eon 
gratia sine privilegio, sanus et 
gagliardus sicut poltronus. Moi, 
qiii me tiens homme sage, ai mis 
ici cet image, wie E. F. g. mihi or- 
dinavit; se in altra cosa la posso 
servire, a lei sta il coniandar e a 
me ubedire. Je prie le Createnr 


I have arrived at Munich with 
grace and without privilege, hale, 
hearty and lazy. I, who think many 
a deep thought, have hither the 
picture brought, as Your Princely 
grace has commanded me; if I can 
serve you in any other way, you 
must order and I obey. I pray the 






ttffAUt 



re juMjJafll- 


^ai^SAnt 


/""•i * fC Paai/ 


1/ (I, ^mju$ 

u 


U% j'**< jfrttu'Cj^4 'J-Anu/ ff— 

ju.' Au -hcHf /anc Jaj^, -w'W 

iC* ^\f'J ' t /en a/& 4 CdfA U. 

Uffc fievuift , A Ce* fL \C c*in^AV c < ftu. ^ A( Q_ 

\-iUiitiM/ JjHiC nt^t tf umctAA oi ^ 


^iutyt Sash ef~ 

efi / «# A^k. A ^*u^4*»c/ '>« i>tHt 

fA ^*>u. / « ^ ^h>yt *^n mmt ; ^of^o 




. r iji, 

^ ya.Oi»nUt^* / tt ^ fmiu ft mah^o / ei Aftc* t ’C 


'fm* 


r 


•ftn 


Cl yACCtmAK^A / ^ niuicy/t ?tlA ha fe ijitAH^^ 


4 uf f^mtnAncL ^e XiC yc/T* -jmtt '\^ ; 


ti pi*m ^fAAA^ ^ALfAH/ en ¥mu4f ^ ^ 

(hmiCi Cti fUAmi : e^ ">€ n^Amx. CU ^rmo^t .- tHctrt. 

ilHt yCu* MaC AU /''T>*c« CAAf0tfUA CH 


f 


^tflACA 


'Tihl * ^ 


■J 


Xu. M*if~^APm/^ 


U ''7''2. 


/V'X^ * 



Situtkm 


Letter of Orlando di Lasso to William V. Munich, Batjerische Staatsbibliothck, 
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quil meine et rameine vre 
en baviere sain et dispos en tons 
propos, et quil aporte a madame, 
iin petit filz dedans sa lame, ie le 
desire sur mon ame. A1 gentil 
prospero mi raccomando, et de 
salutj Due inille li mando, et anco 
il mio garson le raccomando. A 
rivedersi poi ma non so quando. 
Aies souvenance de inoj, e poi del 
resto fate voj:— 

Ma femme, mon petit rudolfe 
et mon'’ mon personage baisons 
en toutte humile les mains de vre 
et de madame la princesse: 
encore qu’elle n’ait mal au fesse. 
Dieu nous conserve en Hesse: De 
nionaco a di .19. du mois d’aoust 
1572. 

D.V.E. 

treshumble serviteur 
Orlando di [Lasso] 


Creator may turn and return your 
Excellency to Bavaria, hale and 
sound all round, and that he grant 
my lady’s womb a little heir, upon 
my soul that is my prayer. To 
your gentle favor I me commend, 
and of greetings Two thousand I 
do send, and also my boy to you 1 
commend. Adieu till later, though 
when I can’t portend. Forget me 
not, 1 pray, for the rest, have your 
own way— 

My wife, my little Rudolf, and 
my own person do kiss in all hu¬ 
mility the hands of your Ex¬ 
cellency and of madam the 
princess, while her rump feels no 
distress. God preserve our cheer¬ 
fulness. From Munich this 19th day 
in the month of August 1572. 

Your Excellency’s 
most humble servant 
Orlando di [Lasso] 


Facsimile of original in Orlando di Lasso, Briefe, ed. Hor.st Leuclitmann (Wiesbaden: 
BreitkopI & Hiirtel, 1977), 40; trans. in Piero Weiss (ed.), Letters of Composers Through 
Six Centuries (Philadelphia; Chilton Books, 1967), 17-18. 


Another letter of more than common interest is one in which Giovanni Pierluigi 
da Palestrina (c. 1525-94), the greatest church musician of the latter sixteenth 
century, made bold to criticize the efforts of a noble amateur, Duke Guglielmo 
Gonzaga of Mantua. The circumspect tone of this letter from a musician whose 
reputation at the time was mainly a local one contrasts markedly with that of 
Lasso, the international celebrity. It is fitting that Palestrina should have been 
chosen to judge the Duke’s work, for he was a preeminent craftsman, whose 
contrapuntal style has become the basis for “strict” counteipoint as it is taught 
to this day. When Palestrina speaks of “scoring” the motet, he refers tacitly to 
the Renaissance practice of presenting polyphonic music in separate part-books. 
In order better to observe the Duke’s work, Palestrina had to go to the consider¬ 
able trouble of copying it out in score himself. 


[3 March 1570] 

Most excellent lord and very honorable Master 

Your virtuoso having favored me with a hearing of Your Excellency’s 
Motet and Madrigal, he ordered me on your behalf to express my 
opinion freely; I say that just as Your Excellency surpasses nature in all 
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your works, so in Music you exceed those who worthily make it their 
profession. And the better to contemplate it, I have scored the Motet, 
and having seen the fair, uncommon artistry, and how the words are 
given a living spirit, in accordance with the meaning, I have marked 
some places, for it seems to me that if one could do without them, the 
Harmony would sound better. Also the use of imitation forces your parts 
into unisons too often. It likewise seems to me that because of the close 
imitation the words are hidden froriri the listener, who cannot enjoy them 
as in ordinary Music. It is evident that Your Excellency knows all these 
trifles better than I do, but I have said this in order to obey you, and so 
shall I obey you whenever you will favor me by commanding your affec¬ 
tionate and most willing servant. 

Weiss, Letters of Composers, 16-17. 
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The Life of the Church Musician 


The major cathedrals of Europe were the leading employers of singers during 
the Renaissance, and employed them in ever-greater numbers as time went on. 
In the fifteenth century the average size of a cathedral choir grew from about half 
a dozen to around fifteen, while by the middle of the sixteenth century a choir of 
two dozen or more, including men and boys, was by no means exceptional. 
Foremost both in quantity and in the quality of its singers was the Pope’s own 
choir, that of the Sistine Chapel in Rome. Its members were recruited from all 
over Europe, and numbered many who later went on to stellar careers as com¬ 
posers. When one considers that Dufay, Josquin, and Palestrina—to name only a 
few—spent their formative years as singers in the papal choir, the document ab¬ 
stracted below, which details the choristers’ requirements, rights, and duties, 
takes on a compelling human interest. 

A singer need not be in holy orders but must be a man of honor and of 
good repute. When a new member is proposed, his character shall first 
be examined, and then he shall be brought to a musical examination con¬ 
ducted by the choir members themselves. The first requisite is his voice 
quality; the second, his ability to keep his part in homophony; the third, 
his sufficiency as a singer of contrapuntal music; the fourth, his ability to 
sing plainsong; and the fifth his sightreading ability. A secret vote shall 
be taken after his musical examination, and no singer may be admitted 
unless two-thirds of the singers, plus one, vote for his admission. After 
being admitted and having attended to all the financial formalities, he 
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must give himselt solely to the daily routine in the pope’s ehapel and 
may not sing elsewhere nor carry on other business. His duties as a new 
singer include moving the heavy choirbooks into place; as soon as a 
newer singer enters he no longer moves them into place for everyday 
singing, but he still carries them with his junior novice in the choir dur- 
ing processions. Only when two singers are junior to him can be consid¬ 
er his chores as porter ended. Absolute silence during divine office is 
required. All business such as requests for leaves of absence must be 
directed to the most senior member of the choir present. Special 
requests must be approved in a secret vote by two-thirds plus one. 
Heavy fines are to be assessed for malingering or other false reports. 
Every five years an extended leave is granted—five months for Italians; 
ten for French and Spanish. The feast box from the pope’s kitchen is to 
be awarded in rotation to choristers, who should divide it among their 
colleagues. Ceremonies for creation of new cardinals, for the exequies of 
a pope, and for the creation and coronation of a new pope are to follow a 
prescribed routine. All unusual choir business not covered by clauses in 
the constitutions shall be entrusted to a committee of three, six, or nine 
members, composed of Italians, French, and Spanish in equal numbers. 
The reason for this division by nations is that experience has shown the 
singers divide always into their own national groups, and speak their 
own language with each other. 

Robert Stevenson, Spanish Cathedral Music in the Golden Age (Berkeley: University of 
California Press, 1961), 27 (Constitutiones Capellae Pontificiae [1545]). 

Another major center whose cathedral boasted a choir of international standing 
was Milan, seat of the Ambrosian rite. Josquin sang here, too, for a time, as did 
such other Renaissance luminaries as Alexander Agricola and Loyset Compere. 
The chapel master when the rules given below were made (1572) was Vincenzo 
Ruffo, one of the important musical figures of the Counter Reformation period. 
Rule 16, which details his compositional duties, also suggests that only Mass and 
Vespers were graced with polyphonic music. At lesser offices, and most probably 
on lesser days, Gregorian chant sufficed. Compare the document Ruffo had to 
sign with the very similar terms of Bach’s employment in Leipzig 150 years later 
(see below, p. 246). 

1. When the chapel master and the singers are obliged to go into the 
choir to sing they shall first go to the sacristy to dress themselves in cas¬ 
socks and surplices, and then go up to the choir with decorum; on leav¬ 
ing, when the divine offices are concluded, they shall proceed similarly 
to the sacristy to disrobe; whoever contravenes this order shall lose that 
day’s wages, if the chapter so desires. 

2. Neither the chapel master nor any of the singers shall leave the 
choir while the divine offices are being celebrated, except for some 
urgent reason which shall first be approved by the chapel master or his 
coadjutor. 
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3. When the Archbishop is participating, neither the chapel master 
nor the singers shall depart until the divine offices have been completely 
finished; when the Archbishop does not participate, they may leave after 
their singing has been concluded, provided the elevation of the body 
and blood of our Lord has been completed; under penalty of punishment 
by the chapter. 

4. None of the singers may leave Milan or go to sing in any other 
church of Milan on those days on which they are obligated to be at the 
Duomo, without permission of the chapel master; he in turn must first 
notify the cathedral authorities; under penalty to the singer of losing his 
place in the chapel, if the chapter so desires. 

5. The chapel master shall see that the boys remain in their places, 
and not permit them to go upon the steps of the choir because great 
disorder results. 

6. The chapel master shall not allow anyone to go up into the choir 
for any reason, except to give someone a trial as a singer; under penalty 
of punishment at the discretion of the chapter. 

7. The chapel master and the singers shall appear in person and not 
send substitutes at the beginning of the singing, except in case of 
sickness or some other legitimate cause; due notice shall be given to the 
authorities by two of the deputies and by the chapel master, and whoev¬ 
er does not appear shall lose his wages for the time he has missed. 

8. When the singers are in the choir they shall be proper and modest 
in action and word, none of them leaving his place; and transgressors 
shall be punished at the discretion of the authorities. 

9. Everyone must obey the chapel master in all things pertaining to 
his duties; for the first offense the transgressor shall lose a day’s wages; 
for the second, he shall be punished at the discretion of the authorities; 
for the third, deprived of his place. 

10. When the singers are in the chapel they shall utter no blasphemy, 
under penalty of being punished at the discretion of the authorities; and 
the chapel master may send any delinquents out of the chapel; the next 
day he must give notice to the authorities who will determine what steps 
should be taken. 

11. Wherever the Archbishop of the Reverend Chapter of the Duomo 
shall go to sing Mass, Vespers, offices, or litanies, the singers shall carry 
their clerical cassocks, surplices, and caps to the place where they will 
sing; otherwise they shall lose that day’s wages. 

12. The chapel master shall take care to note all latecomers and all 
who do not appear at the appointed hours to sing, and each month must 
present the list to the Treasurer, so that wages can be withheld for the 
time lost; and in order that the singers may not move the chapel master 
to take pity on them, there shall be added the testimony of one of the 
more experienced chapel members, who shall confirm the absence. 

13. Wages which have been withheld from those who have been en- 
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tirely absent from sei-vice shall not be returned or given out except by 
the chapter, in which case they shall not be more than two-thirds of the 
amount due. 

14. The chapel master cannot accept or dismiss any singer without 
permission of the chapter, except the boys, whom he may release and 
take on; however, with the knowledge of the authorities. 

15. No one shall be admitted to the chapel if he has not first been 
vouched for by a trustworthy person as to his character and habits: that 
he lives in a Christian fashion, that he confesses several times a year, that 
he is not disrespectful, that he is neither a thief nor a blasphemer, nor 
stained with any other sin; and if any such individual should be admit¬ 
ted, he shall be immediately turned out of the chapel. 

16. The chapel master shall be required every month to compose a 
Mass and a Magnificat and such hymns as shall be necessary, according 
to the notice given him by the chorus-master, and he shall notify the 
authorities in charge of music as to his compositions. 

17. The chapel master shall be required to teach the boys twice a day 
in the appointed place; and he shall teach the usual number of boys; if 
he does not do this, he shall be punished at the discretion of the chapter. 

18. The chapel master is warned to give notice of the absence of one 
or more of the three basses, or of the four tenors, or of the four contraltos; 
in order that they may be replaced by new members to maintain the 
complement in the numbers stated; this being at our discretion. 

Lewis Lockwood, The Counter-Reformation and the Masses of Vincenzo Ruffo (Venice: 
Fondazione Giorgio Cini, 1970), 58-60. Reprinted by the kind permission of the Fon- 
dazione Cini and the author. 

Writing about singers tends as a rule to fall into an admonitory tone, which 
suggests that many of the vocal performances to which Renaissance ears were 
treated fell short of Olympian standards. And this is understandable; for every lu- 
tenist hired by a Renaissance prince, ten singers would be employed in the 
church. Their level of training, skill, and taste was not likely to be uniformly 
high. Some singers, moreover, attempted to ape the ornamental practices of in¬ 
strumentalists with less than happy results. Finally, almost everyone who wrote 
of singing in the sixteenth century cautioned singers not to sing too loudly. As 
Andreas Ornithoparcus, a German writing in 1517, put it of the Saxon singers 
with whom he grew up: “Why they should so delight in such clamoring there is 
no reason, but either because they have a deaf God, or because they think he is 
gone to the south-side of Heaven, and therefore cannot so easily hear both the 
Easterlings and the Southerlings” (Musice active micrologus, trans. John 
Dowland, 1609). The most concise and sensible set of guidelines for singers to 
observe can be found in the passage that follows, from the ever-authoritative 
Zarlino’s Istitutioni harmoniche of 1558. 

Matters for the singer to observe are these: First of all he must aim 
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diligently to perform what the composer has written. He must not be like 
those who, wishing to be thought worthier and wiser than their col¬ 
leagues, indulge in certain rapid improvisations that are so savage and so 
inappropriate that they not only annoy the hearer but are ridden with 
thousands of errors, such as many dissonances, consecutive unisons, oc¬ 
taves, fifths, and other similar progressions absolutely intolerable in 
composition. Then there are singers who substitute higher or lower 
tones for those intended by the composer, singing for instance a whole 
tone instead of a semitone, or vice versa, leading to countless errors as 
well as offense to the ear. Singers should aim to render faithfully what is 
written to express the composer’s intent, intoning the correct steps in the 
right places. They should seek to adjust to the consonances and to sing in 
accord with the nature of the words of the composition; happy words will 
be sung happily and at a lively pace, whereas sad texts call for the op¬ 
posite. Above all, in order that the words may be understood, they 
should take care not to fall into the common error of changing the vowel 
sounds, singing a in place of e, i in place of o, or tt in place of one of 
these; they should form each vowel in accord with its true pronuncia¬ 
tion. It is truly reprehensible and shameful for certain oafs in choirs and 
public chapels as well as in private chambers to corrupt the words when 
they should be rendering them clearly, easily, and accurately. For ex¬ 
ample, if we hear singers shrieking certain songs—I cannot call it sing¬ 
ing—with such crude tones and grotesque gestures that they appear to 
be apes, are we not compelled to laugh? Or more truthfully who would 
not become enraged upon hearing such horrible, ugly counterfeits? 

A singer should also not force the voice into a raucous, bestial tone. 
He should strive to moderate his tone and blend it with the other 
singers’ so that no voice is heard above the others. Such pushed singing 
produces more noise than harmony. For harmony results only when 
many things are tempered so that no one exceeds the other. The singer 
should know too that in church and in public chapels he should sing 
with full voice, moderated of course as I have Just said, while in private 
chambers he should use a subdued and sweet voice and avoid clamor. 
Singers in such places should use good taste, so as not to leave them¬ 
selves open to rightful censure. Further, they should refrain from bodi¬ 
ly movements and gestures that will incite the audience to laughter 
as some do who move—and this is tiue also of certain in¬ 
strumentalists—as if they were dancing. 

But to leave these matters, I shall conclude by saying that if the com¬ 
poser and singer observe those things that pertain to their respective of¬ 
fices, there is no doubt that every composition will be sweet, soft, and 
harmonious, and the listeners pleased and grateful. 


GiosefFo Zarlino, The Art of Counterpoint, trans. Guy A. Marco and Claude V. Palisca (New 
Haven: Yale University Press, 1968), 110-11. Copyright © 1968 by Yale University. 
Reprinted by permission. 
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The Genres of Music in the High Renaissance 


One of the most useful surveys of Renaissance musical genres is Thomas 
Morley’s, in his Plaine and Easie Introduction of 1597. He proceeds from vocal to 
instrumental forms and, within each of these, from the most serious to the light¬ 
est genres. A lover of all things Italian, Morley ignores the vernacular genres of 
French and German music, but except for this omission, and allowing for an oc¬ 
casional clarification of the author’s somewhat archaic vocabulary, Morley’s 
descriptions are self-explanatory. 

All music for voices [i.e., polyphonic music] is made either for a ditty 
or without a ditty [i.e., with or without words]. If it be with a ditty it is ei¬ 
ther grave or light; the grave ditties they have still kept in one kind, so 
that whatsoever music be made upon it is eomprehended under the 
name of a Motet. 

A Motet 

A Motet is properly a song made for the church, either upon some hymn 
or anthem or such like, and that name I take to have been given to that 
kind of music in opposition to the other which they called Canto fermo 
and we do commonly call Plainsong [i.e., monophonic chant]. This kind 
of all others which are made on a ditty requireth most art and moveth and 
causeth most strange effects in the hearer, being aptly framed for the 
ditty and well expressed by the singer, for it will draw the auditor (and 
especially the skillful auditor) into a devout and reverent kind of consid¬ 
eration of Him for whose praise it was made. If you compose in this kind 
you must cause your harmony to carry a majesty, taking discords and 
bindings [i.e., suspensions] as often as you can, but let it be in long 
notes, for the nature of it will not bear short notes and quick motions 
which denotate a kind of wantonness. 


Light Music 

This much for Motets, under which I comprehend all grave and sober 
music. The light music hath been of late more deeply dived into so that 
there is no vanity which in it hath not been followed to the full. 

A Madrigal 

But the best kind of it is termed Madrigal, a word for the etymology of 
which I can give no reason [nor can we today]; yet use showeth that it is a 
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kind of music made upon songs and sonnets such as Petrarch and many 
poets of our time have excelled in. This kind of music were not so much 
disallowable if the poets who compose the ditties would abstain from 
some obscenities which all honest ears abhor, and sometimes from 
blasphemies which no man (at least who hath any hope of salvation) can 
sing without trembling. As for the music it is, next unto the Motet, the 
most artificial [i.e., skilllully formed] and, to men of understanding, 
most delightful. If therefore you will compose in this kind you must 
possess yourself with an amorous humor (for in no composition shall you 
prove admirable except you put on and possess yourself wholly with that 
vein wherein you compose), so that you must in your music be wavering 
like the wind, sometime wanton, sometime drooping, sometime grave 
and staid, otherwhile effeminate; you may show the very uttermost of 
your variety, and the more variety you show the better shall you i^lease. 


Canzonets, etc. 

The second degree of gravity in this light music is given to Canzonets, 
that is little short songs (wherein little art can be showed, being made in 
strains [i.e., short repeated sections], the beginning of which is some 
point lightly touched [i.e., a brief passage of imitation] and every strain 
repeated except the middle) which is, in composition of music, a coun¬ 
terfeit of the Madrigal. The last degree of gravity (if they have any at all) 
is given to the Villanelle or country songs, which are made only for the 
ditty’s sake for, so they be aptly set to express the nature of the ditty, the 
composer (though he were never so excellent) will not stick [i.e., hesi¬ 
tate] to write coarsely, for in this kind they think it no fault to make a 
clownish music to a clownish matter. There is also another kind more 
light than this which they term Balletti, or dances, and are songs which 
being sung to a ditty may likewise be danced. These, and all other kinds 
of light music (saving the Madrigal) are by a general name called aijres. 
There be also another kind of Balletts commonly called/n las. A slight 
kind of music it is, and, as I take it, devised to be danced to voices. 


Fantasies 


The most principal and chiefest kind of music which is made without a 
ditty is the Fantasy, that is when a musician taketh a point at his pleasure 
and wresteth and turneth it as he list, making either much or little of it 
according as shall seem best in his own conceit. In this may more art be 
shown than in any other music because the composer is tied to nothing, 
but that he may add, diminish, and alter at his pleasure. Likewise this 
kind of music is, with them who practice instruments of parts [i.e., in- 
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struments which take single parts in consorts or ensembles, especially 
viols], in greatest use, but for voices it is but seldom used. 


Pavans 

The next in gravity and goodness unto this is called a Pavan, a kind of 
staid music ordained for grave dancing and most commonly made of 
three strains, whereof every strain is played or sung twice; a strain they 
make to contain eight, twelve, or sixteen measures as they list, yet fewer 
than eight I have not seen in any Pavan. Also in this you must cast your 
music by four, so that if you keep that rule it is no matter how many fours 
you put in your strain for it will fall out well enough in the end, the art of 
dancing being come to that perfection that every reasonable dancer will 
make measure of no measure. 


Galliards 

After every Pavan we usually set a Galliard (that is a kind of music made 
out of the other), causing it to go by a measure consisting of a long and 
short stroke successively, for as the foot trochee consisteth of one sylla¬ 
ble of two times and another of one time so is the first of these two 
strokes double to the latter. This is a lighter and more stirring kind of 
dancing than the Pavan, consisting of the same number of strains. The 
Italians make their Galliards (which they call SaltareUi) plain, and frame 
ditties to them which in their masquerades they sing and dance, and 
many times without any instruments at all, but instead of instruments 
they have courtesans disguised in men’s apparel who sing and dance to 
their own songs. 


Other Dances 

The Alman is a more heavy dance than this (fitly representing the nature 
of the people whose name it carries [i.e., the Germans]) so that no ex¬ 
traordinary motions are used in dancing of it. Like unto this is the 
French Branle (which they call “Branle Simple”) whieh goeth somewhat 
rounder in time than this, otherwise the measure is all one. The “Branle 
de Poictou” or “Branle Double” is more quick in time but the strain is 
longer. Like unto this (but more light) be the Voltes and Courantes 
which being both of a measure are, notwithstanding, danced after sundry 
fashions, the Volte rising and leaping, the Courante traversing and run¬ 
ning, in which measure also our Country Danee is made though it be 
danced after another form than any of the former. There be also many 
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other kinds of dances, as Hornpipes, Jigs, and infinite more which I can¬ 
not nominate unto you, but knowing these the rest cannot but be under¬ 
stood as being one with some of these which I have already told you. 

Thomas Morley, A Phiine and Easie Introduction to Practical! Musicke (London, 1597), 
179-81, abridged. Spelling and punctuation modernized. 

Conspicuous by its absence from Morley’s genres is the one that usually heads 
the list—that is, the Mass, which, if sung at all in post-Reformation England, 
would have been sung only behind closed doors. For a detailed description of 
High Renaissance Mass composition, we must turn to Padre Pietro Cerone's very 
late compendium El rnelopeo y maestro of 1613. The kind of Mass Cerone dis¬ 
cusses is what nowadays we call ^‘parody,an ingenious compromise between 
the old-fashioned traditions of Mass composition and the newer, specifically 
Renaissance, ideal of homogeneous, imitative texture. Since the individual parts 
of a sixteenth-century composition written in imitation were constantly oscillat¬ 
ing between foreground and background, no one of them could provide a suit¬ 
able Cantus firmus for a new composition. Instead, the whole texture was 
adopted as a model. Its motives were extracted and rewoven into a new fabric, 
and in the process the composer was given considerable opportunity to show off 
his skill and resourcefulness by finding all kinds of new contrapuntal possibili¬ 
ties in the borrowed material. In the very last sentence of the extract given 
below, Cerone refers to the rage for ''polychoraP' music that seems to have had 
its origins and its heyday in Venice but rapidly spread wherever the musical 
forces were big enough to accommodate the style. As Cerone implies, such 
elephantine compositions demanded a radical simplification of texture in favor of 
sonority. This was one among many pressures on the '‘classicaF' polyphonic 
style of the Renaissance that eventually resulted in its transformation into what 
today we describe as early Baroque style. 


The Manner to be Observed in Composing a Mass 

The manner, or style, to be observed in composing a Mass agrees with 
that of the motet as regards the slow tempo which the parts should 
maintain, but in other ways it is very different. 

—It is necessary and obligatory that the musical theme at the begin¬ 
nings of the first Kyrie, the Gloria, the Credo, the Sanctus, and the Agnus 
Dei should be one and the same. The same melody, that is, but not the 
same treatment or accompaniment. For example, if the treble began the 
point of imitation in the first Kyrie, let another voice (the tenor, alto, or 
bass) begin it in the Gloria, another in the Credo, another in the Sanctus, 
and still another in the Agnus Dei. And should it happen that the treble 
or some other part begins two or three times, take care that the other 
parts enter each time at different intervals. Thus all the aforesaid begin- 
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nings should maintain variety in the treatment and accompaniment, but 
not in the invention or subject. 

When the first Kyrie is finished, the Christe may be written upon 
some subsidiary motive from the same motet or madrigal (whichever it 
is) from which the principal subject was borrowed. Know also that the 
composer may here use some motive of his own invention, provided it is 
appropriate to the tone and not in another style altogether. 

The endings of the last Kyrie, the Gloria, the Credo, the Sanctus, 
the Osanna (for the Sanctus is always divided, for greater solemnity, into 
three or four sections), and the third Agnus Dei should all be made alike, 
following the melody of the motet or madrigal upon which the Mass is 
composed, preseiwing the rule which I have said should be preserved in 
the beginnings, namely, that all these endings be alike as to invention 
and subject, yet varied in accompaniment and treatment. 

—In the course of the Mass, the more use one makes (whether with or 
without imitation) of motives from the middle or inside of the composi¬ 
tion upon which the Mass is written, the better and the more praisewor¬ 
thy the work will be. 

—The Gloria and Credo are composed as continuous movements, 
without embellishment and with less imitation among the parts, using 
melodic ideas that are short, clear, familiar, and closely woven, unlike 
those of the Kyries, the Sanctuses, and the Agnus Dei’s, which should 
be long, elaborate, less familiar, and less closely woven. 

—It may be seen that good composers have taken care to make the 
parts sing all together, using only slow notes and with devout con¬ 
sonances and harmonious intervals, upon the words “J^su Christe.” This 
is done because of the reverence and decorum due to their meanings. 
The same is usually observed upon the words “Et incarnatus est” to 
“Crucifixus” [i.e., the sections of the Credo that relate the life of Christ]. 
To write points of imitation and lively passages here is a very great error 
and a sign of great ignorance. 

—The composer is free to write the middle sections of all the move¬ 
ments of the Mass for fewer voices than are used in the work as a whole. 
In other words, if the Mass is for five voices, the aforesaid sections may 
be written for four or for three; if the Mass is for four voices, they may be 
written for three or even two. But it should be noted that, being written 
for fewer voices, these sections should be composed with greater artifice 
and greater learning and in a loftier, more elegant style. These reduced 
parts are the flower of the whole work. 

—And to conclude their work with greater harmony and greater 
sonority, composers usually write the last Agnus Dei for more voices, 
adding one or two parts to the regular parts of the composition, doubling 
as they find most convenient. 

As a rule, the Mass is usually composed upon some motet, madrigal, 
or chanson, even though by another author; thus it afterwards takes its 
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title from the first words with which the said motet, madrigal, or chanson 
begins. If the composer does not wish to use the above-mentioned mate¬ 
rials, but prefers to write his Mass upon a new invention of his own, he 
may give it a title of another sort, thus “Missa sine nomine” [Mass 
without a name], or, if it is short, he may call it “Missa brevis” [Short 
Mass] or “Missa L’hora e tarda” [Mass for when it’s getting late]. He 
may also name it from the subject of the composition, as was done by 
some composers who, having contrived Masses dependent upon the 
notes of the scale, gave them the title ‘‘Missa Ut re mi fa sol la”; and 
Josquin took for a subject or theme the five notes La sol fa re mi. If the 
Mass is composed upon the formulas of any mode it should take its title 
from the name of the mode to which the formulas belong, thus “Missa 
Primi toni,” “Missa Secundi toni,” etc. If it is written upon a plainsong, 
that is, if it is formed upon the notes of the Kyries, Glorias, Credos, Sanc- 
tuses, Agnus Dei’s, or any other chant, but using the various figures of 
figured [i.e. polyphonic] music, it should be named after the plainsong, 
namely, “Missa de Beata Virgine” [Mass of the Blessed Virgin], “Missa 
Apostolorum” [Mass of the Apostles], “Missa Dominicalis” [Mass for 
Sundays throughout the year], etc. 

Masses composed for several choruses should be written with short 
imitations, plain consonances, and less artifice. 

Oliver Strunk (ed.). Source Readings in Music History (New York: W. W. Norton & Com¬ 
pany, Inc., 1950), 265-68. Reprinted by permission of W. \V. Norton & Company, Inc., and 
Faber and Faber Ltd. Copyright (c) 1950 by W. W. Norton & Company, Inc. Copyright re¬ 
newed 1978 by Oliver Strunk. 

Genres like the parody Mass tended to blur the boundaries between sacred and 
secular. Voices were often raised against the intermixture of genres, most often 
from the clergy (as might be expected). Occasionally, though, a “purist’’ from 
among the ranks of lay musicians would express himself on the subject, as in the 
passage given below, from the treatise Vantica musica ridotta alia moderna 
prattica {Ancient Music Adapted to Modern Practice) by the composer and 
musical scholar Nicola Vicentino (see p. 162). The “secularization” of sacred 
music is here denounced from a humanistic point of view, it being contrary to the 
philosophy of Greek music and a trivialization, in Vicentino’s eyes, of a noble 
and heroic art. 

Now the composition of Masses and Latin-texted pieces ought to be 
serious, not frenzied, because Masses and Psalms being ecclesiastical, it 
is only right that the treatment of these should be different from that of 
French chansons, madrigals, and the like. Some composers compose 
Masses on madrigals, on French chansons, and even on battle pieces 
[e.g., Clement Janeqiiin’s La Bataille de Marignan, which was the 
model for many parodies], so that when such compositions are heard in 
church, they impel everyone to laughter, to the extent that it almost 
seems as if the temple of God had become a place for the recitation of 
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lascivious and ridiculous things, as if it were a stage where it was permis¬ 
sible to perforin every kind of ridiculous and lascivious musical buf¬ 
foonery. One should not be surprised if music is not held in high esteem 
nowadays, since it has been applied to such low things as balli, 
oillanelle, and other things equally ridiculous, contrary to the thinking of 
the ancients, who reserved it only for the singing of hymns to the gods 
and of the great deeds of men. 

Henry VV. Kaufmann, The Life and Works oj Nicola Viceitlino (Rome: Aineiicaii Institute of 
Miisieolotty, 1966), 38-39. 
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Tension between composer and clergy had long been a fact of life in Catholic 
church music (see, for example, pp. 62 and 71 above). In the sixteenth century a 
new target for clerical strictures emerged: the technique of imitation, which 
played havoc with the intelligibility of sacred words. This concern was 
expressed as early as 1549 by the Roman bishop Cirillo Franco (c. 1500-75) in 
the letter excerpted below. Although the theme of reforming church music is an 
old one, the bishop’s frame of reference is new. He approaches the problem in 
the spirit of Renaissance humanism, glorifying the achievements of classical an¬ 
tiquity, much as many secular musicians were also doing at the time. The com¬ 
bined pressures from church and humanist quarters were eventually to under¬ 
mine the “ars perfecta” of the High Renaissance and transform late sixteenth- 
century music into something approaching the style of the early Raroque. 

I should like, in short, when a Mass is to be sung in church, that its 
music be framed according to the fundamental subject of the words, in 
harmonies and rhythms apt to move our affections to religion and piety, 
and likewise in Psalms, Hymns, and other praises that are offered to 
God. And the musicians of today should endeavor in their profession to 
do what the sculptors, painters, and architects of our time have done, 
who have recovered the art of the ancients, and the writers who have 
recalled literature from the hell to which it had been banished by cor¬ 
rupt ages, and as the sciences have been explained and given in their pu¬ 
rity to our times. Thus should the musicians seek to recover those styles 
and modes, and the power of the Phrygian, Lydian, Dorian, and 
Mixolydian songs, with which they would be able to do what they wish. 

I do not say that they should try to recover the enharmonic, chromatic, 
and diatonic genera, for these were dismissed by the ancients them¬ 
selves; but that they should approximate as much as possible the four 
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above-mentioned inodes, and that they should lend beauty and individu¬ 
ality to church music. In our times they have put all their industry and ef¬ 
fort into the composition of fugues [i.e., points of imitation], so that 
while one voice says “Sanctus,” another says “Sabaoth,” still another 
“Gloria tua,” with howling, bellowing, and stammering, so that they 
more nearly resemble cats in January than flowers in May. 

Lewis Lockwood, The Counter-Reformation and the Masses of Vincenzo Ruffo (Venice: 
Fondazione Giorgio Cini, 1970), 128-29. Reprinted by the kind permission of the Fon- 
dazione Cini and the author. 

At the time of Bishop Franco’s letter, no one within the church was doing more 
about the imperfections of church music than complaining. However, the threat 
of the Reformation in the North spurred the Roman church to undertake a series 
of internal reforms, known collectively as the Counter Reformation, which had 
many profound and far-reaching effects on music. The legislative body that 
implemented the Catholic church’s internal reforms was the Council of Trent, an 
assemblage of bishops and cardinals that met on and off between 1545 and 1563. 
Music reform was taken up at a late session, and a canon, or decree, on church 
music was promulgated on 10 September 1562: 

All things should indeed be so ordered that the Masses, whether they 
be celebrated with or without singing, may reach tranquilly into the ears 
and hearts of those who hear them, when everything is executed clearly 
and at the right speed. In the case of those Masses which are celebrated 
with singing and with organ, let nothing profane be intermingled, but 
only hymns and divine praises. The whole plan of singing in musical 
modes should be constituted not to give empty pleasure to the ear, but in 
such a way that the words may be clearly understood by all, and thus 
the hearts of the listeners be drawn to the desire of heavenly harmonies, 
in the contemplation of the joys of the blessed. They shall also banish 
from church all music that contains, whether in the singing or in the 
organ playing, things that are lascivious or impure. 

Gu.stave Reese, Music in the Renaissance, rev. ed. (New York: W. W. Norton & Company, 
Inc., 1959), 449. 

We may observe the almost immediate response from composers to the Council’s 
“guidelines” not only in the actual music they wrote, but also in the prefaces to 
their Mass publications, in which obedience to the Council’s decree was 
expressly acknowledged. Of the three quoted below, most enthusiastic in his 
submission was Ruffo [see p. 125 above], who, as maestro di cappella at Milan 
Cathedral, was directly answerable to Cardinal Carlo Borromeo (1538-84), 
Archbishop of Milan and Papal Secretary of State. Borromeo had been one of 
the guiding forces of the Council of Trent and had taken a leading part in the 
deliberations concerning music. 
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Palestrina, Second Book of Masses (1567) 

I, who have been engaged in this art for many years, not wholly unsuc¬ 
cessfully (if I may rely on the judgment of others more than on my own), 
have considered it my task, in accordance with the views of most serious 
and most religious-minded men, to bend all my knowledge, effort, and 
industry towards that which is the holiest and most divine of all things in 
the Christian religion—that is, to adorn the holy sacrifice of the Mass in a 
new manner. 


Giovanni Aniniuccia (c. 1520—71), First Book of Masses (1567) 

Being led to this by the judgment of these men, I have sought to adorn 
these divine prayers and praises of God in such a way that the music may 
disturb the hearing of the text as little as possible, but nevertheless in 
such a way that it may not be entirely devoid of artifice and may contrib¬ 
ute in some degree to the listener’s pleasure. 

Giovanni Pierluigi da Palestrina, Pope Marcellas Mass, ed. Lewis Lockwood (New York: 
W. W. Norton & Company, Inc., 1975), 22-23. 


Vincenzo Buffo, Missae quatuor conciliate 
ad ritum Concilii Mediolani (1570) 

When compelled to undertake that task which the Most Illustrious and 
Most Reverend Cardinal Borromeo had formerly laid upon me; that, in 
accordance with the decree of the sacred Council of Trent I was to com¬ 
pose some Masses (as they are called) which should avoid everything of 
a profane and idle manner in worship, and that the powerful and sweet 
sound of the voices should soothe and caress the ears of the listeners in a 
pious, religious, and holy way; I was deeply ignorant which way to turn. 
You [i.e., the Milanese senator to whom the book is dedicated], then, 
however, who had been of the same sentiments, came fortli to me, 
openly revealed your feelings, and, as it were, showed me the Prototype 
of this manner of composing music. Accordingly, guided by your help, I 
composed one Mass in this way: so that the numbers of the syllables and 
the voices and tones together should be clearly and distinctly under¬ 
stood and perceived by the pious listeners. Thus it was that later, imitat¬ 
ing that example, I more readily and easily composed other Masses of 
the same type. When I had collected a fair number of them, and the Most 
Illustrious and Most Reverend Cardinal Borromeo ordered that I be 
allowed to publish them, I wished to dedicate them to you. 


Lockwood, The Counter-Reformation, 99. 
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One of the most curious but in its own way most revealing musical developments 
of the late Renaissance was the revision of Gregorian chant to conform with the 
guidelines of the Council of Trent. This reform was commissioned in the 1560s 
by Pope Paul V and completed in 1614 with the publication of the so-called Edi- 
tio Medicaea, which remained the standard version of the chant until the nine¬ 
teenth century. The chant of the Christian church, which medieval musicians 
had regarded as the inspired and sacrosanct creation of the Holy Spirit, and 
which had been an inviolable “authority” in medieval music, was now subjected 
to a stylistic and aesthetic critique by proud mortals, and amended according to 
their lights. Nowhere could we hope to find a better illustration of the subjec¬ 
tivity and anthropocentrism of the Renaissance. Below we give one of the prime 
documents of the chant revision: Pope Gregory XllTs behest to Palestrina and an 
assistant to continue the work begun under his predecessor. 

Beloved sons, greetings and apostolie benedietion on you. 

It having come to our notice that the books of Office chants. Mass 
chants, and psalters which contain the music for the plainsong used in all 
divine services are full of barbarisms, obscurities, inconsistencies, and 
superfluities as a result of the ineptitude, the negligence, even the mal¬ 
ice of composers, scribes, and printers alike, and so that these books may 
be made to conform with the Breviary and Missal recently published in 
accordance with the order of the Council of Trent, and so that the 
superfluities we have mentioned may be pruned away and the barba¬ 
risms and obscurities corrected (so that God’s name may be the more 
easily praised with reverence, distinctness, and devotion), and in our 
desire to help in this matter as far as we may with God’s help, we charge 
you, whose skill in music and in singing, whose faithfulness and dili¬ 
gence, and whose piety towards God have been tested to the utmost, to 
hilfill this urgent task, trusting confidently that you will fully satisfy our 
wishes. And thus we give you the responsibility of revising, purging, 
correcting, and reforming these books of chants, and any others that may 
be used in the churches according to the rite of the Holy Roman Church. 
And over all this we give you full jurisdiction and the free exercise 
thereof by virtue of our apostolic authority. Given at St. Peter s in Rome 
under the seal of the Fisherman the 25th day of October 1577, the sixth 
year of our reign, to our dear sons Giovanni Pierluigi da Palestrina and 
Annibale Zoilo Romano, musicians of our private chapel. 

Raphael Molitor, Die nach-Tridentinische Choral-Reform zu Rom, 1 (Leipzig: F. E. C. 
Leuckart, 1901), 297—98. Trans. R. T. 

The high point of color and sonority in late Renaissance church music was 
reached in Venice under the Gabrielis: Andrea (1510-86) and his nephew 
Giovanni (1557-1612). The description below by a visiting Englishman of a Ves¬ 
pers service at St. Mark’s Basilica reads more like an account of a concert than of 
a religious obseivance. This kind of musical feast was one of the ways in which 
the “Ghurch Militant” of the Gounter Reformation sought to attract huge 
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congregations, and to impress worshipers with a show of pomp and glory. When 
measured against the traditional Renaissance ideals of clarity and refinement, 
these gargantuan church concerts were indeed “baroque.” 

Upon Saint Roche’s day, I heard the best music that ever I did in all 
my life both in the morning and the afternoon, so good that I would 
willingly go a hundred miles on foot at any time to hear the like. This 
feast consisted principally of music, which was both vocal and in¬ 
strumental, so good, so delectable, so rare, so admirable, so superex- 
cellent, that it did even ravish and stupefy all those strangers that never 
heard the like. But how others were affected with it I know not; for mine 
own part I can say this, that I was for the time even rapt up with Saint 
Paul into the third heaven. Sometimes there sang sixteen or twenty men 
together, having their master or moderator to keep them in order; and 
when they sang, the instrumental musicians played also. Sometimes six¬ 
teen played together upon their instruments, ten sackbuts, four cornetts, 
and two violdagambas of an extraordinary greatness; sometimes ten, six 
sackbuts and four cornetts; sometimes two, a cornett and a treble viol. Of 
these treble viols [most likely violins, in fact] I heard three several 
there, whereof each was so good, especially one that I observed above 
the rest, that I never heard the like before. Those that played upon the 
treble viols, sang and played together, and sometimes two singular 
fellows played together upon theorboes [large lutes], to which they sang 
also, who yielded admirable sweet music, but so still that they could 
scarce be heard but by those that were very near them. These two theor- 
bists concluded that night’s music, which continued three whole hours 
at the least. For they began about five of the clock, and ended not before 
eight. Also it continued as long in the morning; at every time that every 
several music played, the organs, whereof there are seven fair pair in 
that room, standing all in a row together, played with them. Of the 
singers there were three or four so excellent that I think few or none in 
Christendom do excel them. 

Thomas Coryat, Conjat’fi Crudities; hastily ;iohled up in five moneths travels (London, 
1611), 2.51-52. SpellinjJ modernized. 
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Palestrina: Fact and Legend 


If Vincenzo Ruffo was the church musician most closely identified with the 
Counter Reformation (see above, p. 138), in the popular view that distinction has 
always been accorded Palestrina. A durable legend grew up around Palestrina 
and the Council of Trent, in which the Council was cast as a kind of tribunal bent 
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on condemning music to abolition (as if it, or any body of men, could accomplish 
that), while Palestrina was elevated to the station of music’s savior through his 
Missa Papae Marcelli (Mass in Memory of Pope Marcellns II [d. 1555]), which 
supposedly showed the cardinals that, yes, polyphonic music could stay out of 
the text s way. In the quartet of extracts that follows, we may trace the growth of 
this legend through various stages of embroidery. 


Affostino Agazzari (1607): 

Music of the older kind is no longer in use, both because of the confusion 
and babel of the words, arising from the long and intricate imitations, 
and because it has no grace, for, with all the voices singing, one hears 
neither period nor sense, these being interfered with and covered up by 
imitations; indeed, at every moment, each voice has different words, a 
thing displeasing to men of competence and judgment. And on this 
account music would have come very near to being banished from the 
Holy Church by a sovereign pontiff, had not Giovanni Palestrina found 
the remedy, showing that the fault and error lay, not with music, but with 
the composers, and composing in confirmation of this the Mass entitled 
Missa Papae Marcelli. 


Lodomco Cresollio (1629): 

Pius IV, a most serious-minded pontiff of the church, had noticed for 
some time that music and singing in sacred places was very little else 
than an abundance of delicate diminutions and vain adornments to the 
words, from which no benefit of piety came forth to the listeners. He 
then determined to set the question of banishing sacred music from the 
church before the Council of Trent. When word of this came to the ears 
of Giovanni Palestrina, he quickly set himself to compose Masses in 
such a way that not only should the combinations of voices and sounds 
be grasped by the listeners, but that all the words should be plainly and 
clearly understood. When the pontiff had heard these works and had 
seen how useful they could be for the divine service, he changed his 
mind and determined not to banish sacred music but to maintain it. This 
was told by Palestrina himself to a certain member of our society [i.e., 
the Jesuits], from whom I heard it. 


Lelio Guidiccioni (1637): 

The Tridentine fathers were gathered to consider the resolution to pro¬ 
hibit music in the church by decree. They were motivated, I believe, by 
the frivolous diminutions and ornaments used in singing, which carried 
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music too far away from the sanctity of the divine service. The day of the 
session was fixed. On that day they had performed a Mass that was sent 
there by Giovanni Pierluigi da Palestrina, who, taking the opposed posi¬ 
tion, argued in favor of music. The chaste and correct style of the work 
combined with the sweet harmony and the unanimous eagerness of the 
singers all aided and sustained the music. And consequently, the fathers 
changed their opinion and rescinded their decree. 


Giuseppe Baini (1828): 

Summoning Palestrina before him. Cardinal Borroineo told him face to 
face to compose a Mass in the desired manner, enjoining on him all pos¬ 
sible effort to prevent the possibility that the Pope and the Congregation 
of Cardinals might be encouraged to ban music from the apostolic chapel 
and the church. Poor Pierluigi! He was placed in the hardest straits of his 
career. The fate of church music hung from his pen, and so did his own 
career, at the height of his fame. 

On Saturday, 28 April 1565, by order of Cardinal Vitellozzi, all the 
singers of the papal chapel were gathered together at his residence. Car¬ 
dinal Borromeo was already there, together with the other six cardinals 
of the papal commission. Palestrina was there as well; he handed out the 
parts to the singers, and they sang three Masses, of which the Pope Mar- 
cellus Mass was the last. The most eminent audience enjoyed them very 
much. But the greatest and most incessant praise was given to the third, 
which was extraordinarily acclaimed and, by virtue of its entirely novel 
character, astonished even the performers themselves. Their Eminences 
heaped their congratulations on the composer, recommending to him to 
go on writing in that style and to communicate it to his pupils. 

Giovanni Pierluigi da Palestrina, Pope Marcelhts Mass, ed. Lewis Lockwood (New York; 
W.W. Norton and Company, Inc., 1975), 28-32, 35-36. 

It is true that Palestrina's historical role has been exaggerated, partly because his 
style was adopted by seventeenth- and eighteenth-century pedagogues as the 
basis for academic counterpoint. But Palestrina was undeniably a musician sin¬ 
cerely dedicated to the spiritual goals of the Counter Reformation and even in 
his own day regarded as exemplary in his fulfillment of them. A unique document 
is the dedication to Pope Gregory XIII, Palestrina's patron (see above, p. 139), of 
his Fourth Book of Motets (1584), where the composer denounces the effects of 
secular music, and actually recants his own early madrigals, of which one, ‘‘Ves- 
tiva i colli" (“Valleys and Hills"), had become one of the century's most popular. 

There exists a vast mass of love songs of the poets, written in a fashion 
entirely foreign to the profession and name of Christian. They are the 
songs of men ruled by passion, and a great number of musicians, cor- 
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rupters of youth, make them the concern of their art and their industry; 
in proportion as they flourish through praise of their skill, so do they of¬ 
fend good and serious-minded men by the depraved taste of their work. I 
blush and grieve to think that once I was of their number. But, while I 
cannot change the past, nor undo what is done, I have mended my ways. 
Therefore I have labored on songs which have been written in praise of 
Our Lord, Jesus Christ, and His Most Holy Virgin Mother, Mary; and I 
have now produced a work which treats of the divine love of Christ and 
His Spouse the Soul, the Canticle of Solomon. 

Henry Coates, Palestrina (New York: E.P. Dutton, 1949), 4. 
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Madrigals and Madrigalism 


The sixteenth-century madrigal was a highly sophisticated part-song that sought 
to mirror and intensify the imagery and emotional content of a poem, even to the 
point of obscuring the poem’s form. In this the madrigal differed markedly from 
all other kinds of Renaissance vocal music, and was the highest embodiment of 
the humanistic teaching that music should “imitate” human passions in all their 
changeability. This attitude was put succinctly by a minor madrigalist, Marc’An- 
tonio Mazzone da Miglionico, in the Dedication of his First Book of Madrigals 
(1569): 

The notes are the body of music, while the text is the soul and, just as 
the soul, being nobler than the body, must be followed and imitated by 
it, so the notes must follow the text and imitate it, and the composer must 
pay due attention to it, expressing its sense with sad, gay, or austere 
music, as the text demands, and he must even sometimes disregard the 
rules. 

Alfred Ein.s'tein, The Italian Madrii’al, I (Princeton, N.J.: Princeton University Press, 
1949), 223. 

Beginning in the 1560s, then, madrigals were a hotbed of musical radicalism and 
experimentation. Any effect of dissonance or chromaticism (i.e., using tones 
foreign to a scale or mode), however bizarre, could be justified on the basis of text 
expression. Because of its aesthetic premises, the late sixteenth-century madrigal 
has been held up as the earliest embodiment of “Baroque” musical ideals. And 
indeed, early composers of Baroque music (see Monteverdi, below, p. 173) 
tended to look back upon the madrigalists as their predecessors and historical 
justification. In the passage below, Zarlino—the great teacher of Renaissance 
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style—considers the technical means by which music can “imitate” a text. And 
recognizing that a text so illustrated must be presented intelligibly, he follows 
his discussion of “madrigalisms” (illustrative devices, which by the Counter Ref¬ 
ormation period were by no means confined to the madrigal) with a plea for good 
text declamation. Zarlino describes the rather restrained techniques employed 
by such early madrigalists as his revered teacher Willaert (see above, p. 114). He 
little dreamed of the madrigalistic excesses that were to be committed by com¬ 
posers of later generations, and when he learned of them he became a bitter an- 
ti-madrigalist. The text {Institutioni harmoniche, IV, Chap. 32) is given in an Eng¬ 
lish paraphrase by Thomas Morley, who included it—without attribution!—in 
his Plaine and Easie Introduction of 1597. 

It now followeth to show you how to dispose your music according to 
the nature of the words which you are therein to express, as whatsoever 
matter it be which you have in hand such a kind of music must you frame 
to it. You must therefore, if you have a grave matter, apply a grave kind of 
music to it, if a merry subject you must make your music also merry, for it 
will be a great absurdity to use a sad harmony to a merry matter or a 
merry harmony to a sad, lamentable, or tragical ditty [i.e., text]. 

You must then when you would express any word signifying 
hardness, cruelty, bitterness, and other such like make the harmony like 
unto it, that is somewhat harsh and hard, but yet so that it offendeth not. 
Likewise when any of your words shall express complaint, dolour, 
repentance, sighs, tears and such like let your harmony be sad and dole¬ 
ful. So that if you would have your music signify hardness, cruelty, or 
other such affects you must cause the parts proceed in their motions 
without the half step, that is, you must cause them proceed by whole 
steps, sharp thirds, sharp sixths, and such like; you may also use 
cadences bound with dissonances which, being in long notes, will exas¬ 
perate the harmony. But when you would express a lamentable passion 
then must you use motions proceeding by half steps, flat thirds, and flat 
sixths, which of their nature are sweet, specially being taken in the true 
tune with discretion and judgment. 

But those chords so taken as I have said before are not the sole and 
only cause of expressing those passions, but also the motions which the 
parts make in singing do greatly help; which motions are either natural 
or accidental. The natural motions are those which are naturally made 
betwixt the notes of the scale without the mixture of any accidental sign 
or chord, be it either flat or sharp, and these motions be more masculine, 
causing in the song more virility than those accidental chords which are 
marked with the sharp and the flat, which be indeed accidental and 
make the song, as it were, more effeminate and languishing than the 
other motions which make the song rude and sounding. So that those 
natural motions may serve to express those effects of cruelty, tyranny, 
bitterness, and such others, and those accidental motions may fitly 
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express the passions of grief, weeping, sighs, sorrows, sobs, and such 
like. 

Also, if the subject be light you must cause your music to go in mo¬ 
tions which carry with them a celerity or quickness of time; if it be 
lamentable the notes must go in slow and heavy motions; and of all this 
you shall find examples everywhere in the works of the good musicians. 

Moreover, you must have a care that when your matter signifieth “as¬ 
cending, high, heaven,” and such like you make your music ascend; 
and by the contrary where your ditty speaketh of “descending,” 
lowness, depth, “hell,” and others such you must make your music 
descend; for as it will be thought a great absurdity to talk of heaven and 
point downwards to the earth, so will it be counted great incongruity if a 
musician upon the words “he ascended into heaven” should cause his 
music to descend, or by the contrary upon the descension should cause 
his music to ascend. 


We must also have a care so to apply the notes to the words as in sing¬ 
ing there be no barbarism committed; that is that we cause no syllable 
which is by nature short be expressed by many notes or one long note, 
nor no long syllables be expressed with a short note. But in this fault do 
the practitioners err more grossly than in any other, for you shall find few 
songs wherein the penult syllables of these words: “Dominus,” 
“angelus,” “filius,” “miraculum,” “gloria,” and such like are not 
expressed with a long note, yea, many times with a whole dozen of notes, 
and though one should speak of forty he should not say much amiss, 
which is a gross barbarism and yet might be easily amended. 

We must also take heed of separating any part of a word from another 
by a rest. But to show you in a word the use of the rests in the ditty, you 
may set a short rest above a comma or colon, but a longer rest you may 
not make till the sentence be perfect, and then at a full point you may set 
what number of rests you will. Also when you would express sighs you 
may use a short rest, but a longer one you may not use because it will 
rather seem a breath taking than a sigh. 

Lastly you must not make a close till the full sense of the words be 
perfect. So that keeping these rules you shall have a perfect agreement 
and, as it were, an harmonical consent betwixt the matter and the music, 
and likewise you shall be perfectly understood of the auditor what you 
sing, which is one of the highest degrees of praise which a musician in 
dittying can attain unto or wish for. 


Thomas Morley, A Plaine and Easie Introduction to Practicall Musicke (London, 1597), 
177-78, abridged. Spelling and punctuation modernized. 
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Gesualdo, Nobleman Musician 


Don Carlo Gesualdo (c. 1560-1613), Prince of Venosa, in southern Italy, near 
Naples, was one of the most extraordinary musical personages of the Renaissance. 
His name derives equal notoriety from his having murdered his unfaithful first 
wife, together with her lover, and from his astonishing musical compositions, 
which carry the use of madrigalisms to unheard-of extremes of dissonance and 
chromaticism. Because of his high birth and wealth, Gesualdo must be counted a 
noble amateur, although he published six books of madrigals that went 
through many printings (as well as three volumes of church music) and although 
he played many instruments and sang. In 1594 Gesualdo paid an extended visit 
to the fabulously musical court of Ferrara, in connection with his wedding to his 
second wife, cousin of Duke Alfonso II. He was escorted there by an emissary of 
the Duke, who sent on ahead a series of fascinating reports on the princely 
musician. The passage below, extracted from the most extended and revealing of 
these reports, contains two especially pertinent remarks. First, it is clear that 
Gesualdo’s “open profession” of music is reported with mild disapproval, it 
being a violation of the courtly sprezzatura of which Gastiglione wrote (see 
above, p. 94). And when Gesualdo’s art is described as “full of attitudes,” we may 
see a reference to the exaggerations and artificialities of late madrigal style, 
which today, taking our cue from art historians, we call “mannerist.” 

I met the Prince at the ferry. On leaving the boat he decided to get 
into a carriage since he wanted to escape the mud so as not to have to 
change his clothes. He has it in mind to beseech Your Highness most 
warmly that tomorrow evening you will permit him to see Signora 
Donna Leonora [Gesualdo’s bride]. In this he shows himself extremely 
Neapolitan. He thinks of arriving at eleven P.M., but I doubt this because 
he does not stir from his bed until extremely late. With respect to this I 
shall not send another courier. Suffice it to say that we will come by boat 
as far as Gaibana, and then we shall go in the direction of the road which 
Orazio reports to be good for tbis purpose. 

The Prince, although at first view he does not have the presence of 
the personage he is, becomes little by little more agreeable, and for my 
part I am sufficiently satisfied with his appearance. I have not been able 
to see his figure since he wears an overcoat as long as a nightgown; but I 
think that tomorrow he will be more gaily dressed. He talks a great deal 
and gives no sign, except in his portrait, of being a melancholy man. He 
discourses on hunting and music and declares himself an authority on 
both of them. On hunting he did not enlarge very much since he did not 
find much reaction from me, but about music he spoke at such length 
that I have not heard so much in a whole year. He makes open profession 
of it and shows his works in score to everybody in order to induce them 
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to marvel at his art. He has with him two sets of music books in five parts, 
all his own work, but he says that he only has four people who can sing 
for which reason he will be forced to take the fifth part himself, although 
it seems that he is confident that Rinaldo will enter into the singing and 
do well. 

He says that he has abandoned his first style and has set himself to the 
imitation of Luzzasco [i.e., Luzzasco Luzzaschi (d. 1607), eminent Fer- 
rarese musician], a man whom he greatly admires and praises, although 
he says that not all of Luzzasco’s madrigals are equally well written, as 
he claims to wish to point out to Luzzasco himself. This evening after 
supper he sent for a harpsichord so that I could hear Scipione Stella [a 
musician in Gesualdo’s entourage] and so that he could play on it him¬ 
self along with the guitar, of which he has a very high regard. But in all 
Argenta we could not find a harpsichord, for which reason, so as not to 
pass an evening without music, he played the lute for an hour and a 
half. Here perhaps Your Highness would not be displeased if I were to 
give my opinion, but I would prefer, with your leave, to suspend my 
judgment until more refined ears have given theirs. It is obvious that 
his art is infinite, but it is full of attitudes, and moves in an extraordi¬ 
nary way. However, everything is a matter of taste. This Prince then 
has himself served in a very grand way and with some little Spanish 
ceremonies, for example, having the lighted torch brought in before the 
cup, covering his plate while he drinks, and similar things. 

Argenta Your most faithful and devoted servant, 

18 February 1594 Alfonso Fontanelli 

Glenn Watkins, Gesualdo, The Man and His Music (Chapel Hill, N.C.: The University of 
North Carolina Press, 1973), 44-46. Copyright © 1973 Glenn Watkins. Reprinted by per¬ 
mission of The University of North Carolina Press and Oxford University Press. 
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The court of Ferrara in northern Italy maintained an enviable reputation for 
musical excellence throughout the sixteenth century. A glimpse behind the 
scenes at the preparations that produced the results that so astounded all who 
heard them is given by the Italian music theorist Ercole Bottrigari (1531—1612), 
whose account of the discipline and rehearsal techniques employed by the Fer- 
rarese music masters is the prologue to a detailed discourse on good intonation 
and principles of effective scoring, for which the Ferrarese concerti provided 
the best model. In the passage that follows, Bottrigari describes this famous 
Renaissance court orchestra at work. 
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About the concerts at Ferrara, meaning principally those of the 
Serenissimo Signor Duca, I will speak. And because I am able to speak 
of them as a professional, having been several times to hear and see them 
in public as well as private, at which time I heard them in camera, I feel 
that the conclusion that I will make about them is valid for all the other 
similar concerts, excellent and rare and worthy to be remembered and 
prized. Now listen. His Highness has two large, decorated rooms, called 
the Musicians’ Rooms because there the Musician-servitors ordinarily 
paid by His Highness go whenever they wish; there are many of 
them—both Italian and Flemish—with good and beautiful voices, and 
graceful ways of singing, and of the highest excellence in playing as 
well, some on Cornetts, others on Trombones, Dulcians, Pipes; still 
others on the Viols, Fiddles, and still others on Lutes, Psalteries, Harps, 
and Harpsichords. The instruments are placed neatly in those rooms. To 
these rooms, then—which I hope you will not expect me to describe in 
every particular—the musicians, all or part of them, as they please, may 
repair and practice both playing and singing. Therefore there are, in ad¬ 
dition to musical compositions in manuscript, many, many printed music 
books, written by all the talented men in the profession, kept in the great¬ 
est order in the places provided for them. The instruments are always in 
order and tuned so that they can be taken and played at any moment; and 
they are kept thus by capable Maestri who know both how to tune and 
how to manufacture them most excellently, and who are therefore per¬ 
manently retained by His Highness, the Serenissimo. Sometimes His 
Highness the Duke commands Fiorino, his Maestro di cappella and 
head of all the music (public as well as private, domestic, and in camera), 
to give a Concerto grande, for thus it is called. It is almost never com¬ 
manded by His Highness except on occasions when he entertains Cardi¬ 
nals, Dukes, Princes, or other great personages for whom he may be, as 
he is almost continually, a most splendid and gracious host. And I may 
truly affirm that there is no other Prince in Italy who offers such an act of 
courtesy more willingly, liberally, and magnificently. 

Fiorino, as soon as he has received the order from the Duke, confers 
with Luzzasco [organist and madrigalist: see p. 147 above] first if the 
latter had not been present at the command, and then afterwards, 
with all the other musicians, the aforesaid singers and players; and 
also he summons every Ferrarese who can sing and play well enough 
to be judged by Fiorino and Luzzasco good enough to participate 
in such a concert. With much kindness the Maestro tells them that 
they must return to the rooms the next day or the day after, according 
to the length of the foreign Prince’s stay. Then they have not one or two, 
but a number of rehearsals, during which they maintain the highest 
obedience and attention, and think of nothing except a good ensemble 
and the greatest possible union without any other consideration; for that 
reason each performer comes with gracious modesty when he needs to 
be instructed and corrected by the Maestro di cappella. And the Signor 
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Duca also conies in person, with most kind and serene bearing and 
brotherly majesty, and when he has heard them often gives them ef¬ 
ficacious advice, with his perfect judgment, and admonitions, encourag¬ 
ing them to bear themselves well and do themselves honor. Then, at the 
time set by His Highness, they meet to give the concert, to the highest 
delight and infinite pleasure of the foreign Prince who has come to hear 
them. All the other persons there follow its harmony with great marvel¬ 
ing, for it is truly so great that telling about it falls very short of giving its 
real effect. 

Now therefore I will make this true and firm conclusion in its honor, 
that all of those who try to make similar concerts with so many diverse 
and various kinds of musical instruments fail to follow the example of 
close concord and of unanimity attained by these excellent musicians of 
Ferrara in their Great Concerts. The latter perform no other compositions 
than one of two written for this purpose only, one by the late Alfonso 
della Viola, the other by Luzzasco. There will never be any other com¬ 
position which brings them to a good accord and which, by giving great 
delight to judicious and intelligent listeners, causes them to deserve 
praise. The frequent and so to say continuous conversing, singing, and 
playing together of the singers and instrumentalists work largely to per¬ 
fect this union and to lessen and minimize the great imperfection of so 
many kinds of instruments playing at the same time. This is necessary to 
bring about the sought-after harmony, by which the soul of the listener 
truly enjoys the hoped-for pleasure and delight. 

Ferrara was also famed for the cultivation of virtuoso solo singing, particularly as 
practiced by a trio of women singers known throughout Europe as the “ladies of 
Ferrara.” Their new art of decorative accompanied singing was based on the 
madrigal but advanced vocal technique to levels scarcely dreamt of before. It 
was the direct antecedent of the “inonodic” style of the early seventeenth cen- 
tiiiy, and as such was an important link between the Renaissance and the Ba¬ 
roque. What is noteworthy in the following description of the art of the “ladies 
of Ferrara” is the strongly implied point that all of the virtuoso devices and ar¬ 
tifices that thrilled their listeners were motivated as much by expressive as by 
purely exhibitionistic aims. Their singing was an object lesson not only in skill 
but also in taste. 

In the Holy Year of 1575, or shortly thereafter, a style of singing ap¬ 
peared which was very different from that preceding. It continued for 
some years, chiefly in the manner of one voice singing with accompani¬ 
ment. It inspired composers to write similar works to be sung by sev¬ 
eral voices in the manner of a single one accompanied by some in¬ 
struments. But as these acquired greater perfection through more artful 
composition, so also every composer took care to advance in the style of 
composition for several voices, particularly Giaches [de] Wert 
[1535-96] in Mantua and Luzzasco in Ferrara. They were the superin- 
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tendents of all music for those Dukes, who took the greatest delight in 
the art, especially in having many noble ladies and gentlemen learn to 
sing and play superbly, so that they spent entire days in some rooms 
designed especially for this purpose and beautifully decorated with 
paintings. The ladies of Mantua and Ferrara were highly competent, and 
vied with each other not only in regard to the timbre and training of their 
voices but also in the design of exquisite passages of embellishment de¬ 
livered at opportune points, but not in excess. Furthermore, they 
moderated or increased their voices, loud or soft, heavy or light, accord¬ 
ing to the demands of the piece they were singing; now slow, breaking 
off with sometimes a gentle sigh, now singing long passages legato or de¬ 
tached, now gruppi, now leaps, now with long trills, now with short, and 
again with sweet running passages sung softly, to which sometimes one 
heard an echo answer unexpectedly. They accompanied the music and 
the sentiment with appropriate facial expressions, glances, and gestures, 
with no awkward movements of the mouth or hand or body that might 
not express the feeling of the song. They made the words clear in such a 
way that one could hear even the last syllable of every word, which was 
never interrupted or suppressed by passages and other embellishment. 
They used many other particular devices that will be known to per¬ 
sons more experienced than I. And under these favorable circumstances 
the abovementioned musicians made every effort to win fame and the 
favor of the Princes their patrons, who were their principal support. 

Carol MacClintock (trans.), llercole Bottrigaii: ll Desiclerio and Vincenzo Gius-tiniani: Di- 
Hcorso vopra la musica, Musicological Studies and Documents, IX (Rome; American Insti¬ 
tute of Musicology, 1962), 49-53, 69-70. Reprinted by permission of Dr. Armen Carape- 
tyan, Director of the American Institute of Musicology. 
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Music and Dancing as Social Graces 


The group of readings that follows will show how art music was cultivated in the 
sixteenth century not only in noble courts and churches, but also in bourgeois 
households as a social pastime, a development made possible by the music print¬ 
ing and publishing business (see above, p. 89). The scene below is a model sing¬ 
ing session as given in a Flemish etiquette book of around 1540. The music 
books in Master Jacob’s cupboard would have come from the presses of Tylman 
Susato of Antwerp, the leading music publisher of Flanders, who printed most of 
the works of the two composers named, Nicholas Gombert (c. 1480-1556) and 
Johannes Lupi (d. 1539), along with those of their contemporaries and the ever- 
popular Josquin. The main problem the singers have is in getting started. That is 
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because each has his own part book and does not see his companions’ music. 
Also notice that a man sings the highest part. The falsetto voice was widely cul¬ 
tivated at the time, and remained fashionable until the eighteenth century. 


Master Jacob: 

WiLLEKEN: 
Master Jacob: 

WiLLEKEN: 
Master Jacob: 

WiLLEKEN: 

Master Jacob: 

WiLLEKEN: 

Master Jacob: 

Antoni: 

Master Jacob: 
Antoni: 

Rombout: 

Antoni: 

Dierick: 

YSAIAS: 

Dierick: 

YSAIAS: 

Antoni: 

YSAIAS: 

Antoni: 

Rombout: 

Dierick: 

Ysaias: 

Dierick: 

Antoni: 
Rombout: 
Master Jacob: 

Felix: 

Master Jacob: 
Felix: 

Master Jacob: 

Thomas: 

Rombout: 

Dame Catelyne: 


And now, should we not sing us a little song? 
Willeken, would you go get my books? 

What books d’you want. Sir? 

The books in four and three parts. 

Where d’you keep ’em. Sir? 

You will find them on the sideboard, 
ril go get ’em. Sir. 

{The company drink their wine) 

Now where’s that Willeken got to? 

I can’t find ’em. Sir! 

You go look for them, Antoni, and pick us out some¬ 
thing pretty. 

Right, Sir. Would you like to hear a song in four 
parts ? 

It’s all the same to me. Sing what you like. 
Dierick, here’s the soprano. It’s not too high for 
you? The children can help you out. 

Give me the bass part. 

I’ll do the tenor. 

Who’ll sing alto? 

I, I’ll sing it! 

Who begins? Is it you, Ysaias? 

No, not I. I’ve a four-beat rest. 

And I one of six. 

Well then, you come in after me? 

So it seems. It’s up to you then, Rombout! 

Yes, I’ve only a quarter-note rest. But we’d better 
get the pitch. 

What note do you begin on, Ysaias? 

I start on E. 

And I on C. 

That makes a sixth. And you, Rombout? 

I begin on F. 

Thomas and Felix, you children sing along with 
Dierick! 

Yes, father. 

Have you studied this song? 

Yes, father. 

And you, have you learned it? 

No, father, but we ll be able to do it all right. 
Steven’s not singing with us? 

No, he’s too young yet, but he’ll begin soon to 


Pieds joints 



Pieds joints, oblique 
droit 



Pieds joints, oblique 
gauche 




Pied croise droit 



Pied croisd gauche 



Reverence 



Illustrations from Arheau’s Orchesographie. Showing the various attitudes 
and courtly gestures described in the text. 
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Master Jacob: 

Rombout: 
Master Jacob: 
Rombout: 
Master Jacob: 

Dierick: 
Master Jacob: 


learn, and his sister also. Now, Steven and Cecily, 
you go eat. 

(The company sing the song) 

Now, that’s what I call a pretty song. Who made it 
up? 

I think it’s Gombert. 

Who’s he? 

He’s singing master to the Emperor [Charles V]. 
Well, that’s really a pretty song. And who made up 
the other one? 

Johannes Lupi, the singing master at Cambrai. 
That’s pretty, too. And now, Ysaias, I drink to your 
health. 


Roger Wangennee, Flemish Music, trans. Robert Erich Wolf (New York: F. Praeger, 1968), 
134. 


The best-known dance treatise of the Renaissance is the Orchesographie, the 
work of a retired astronomer named Jehan Tabourot, who wrote under the 
pseudonym Thoinot Arbeau, an anagram of his real name. Although first 
published in 1589, it gives a wealth of information not only on the dances of its 
time, but even on those of the fifteenth century. Below we give extracts from the 
introductory dialogue, where a lively impression is conveyed of the place and 
importance of dancing in Renaissance “society.” 


Capriol: 


Arbeau: 


Capriol : 


Arbeau: 


Capriol: 


I come to pay you my respects. Monsieur Arbeau. You do not 
remember me, for it is six or seven years since I left this 
town of Langres to go to Paris and thence to Orleans. I am an 
old pupil of yours, to whom you taught computation. 
Indeed at first glance I failed to recognize you because you 
have grown up since then, and I feel sure that you have also 
broadened your mind by manliness and learning. What do 
you think of the study of law? I pursued it in bygone days 
myself. 

I find it a noble art and necessary in the conduct of affairs, 
but I regret that while in Orleans I neglected to learn fine 
manners, an art with which many scholars enriched them¬ 
selves as an adjunct to their studies. For, on my return I have 
found myself in society, where, to put it briefly, I was 
tongue-tied and awkward, and regarded as little more than a 
block of wood. 

You took consolation in the fact that the learned professors 
excused this shortcoming in recognition of the learning you 
had acquired. 

That is so, but I should like to have acquired other skills dur¬ 
ing the hours between my serious studies, which would 
have rendered my company welcome to all. 
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ARBEAU: 


CaPRIOL; 


ARBEAU: 


CaPRIOL: 


ARBEAU: 

CaPRIOL: 


ArBEAU: 


This will be an easy thing by reading French books in order 
to sharpen your wit and by learning fencing, dancing, and 
tennis that you may be an agreeable companion alike to lad¬ 
ies and gentlemen. 

I much enjoyed fencing and tennis, and this placed me upon 
friendly terms with young men. But, without knowledge of 
dancing, I could not’please the damsels, upon whom, it 
seems to me, the entire reputation of an eligible young man 
depends. 

You are quite right, as naturally the male and female seek 
one another and nothing does more to stimulate a man to acts 
of courtesy, honor, and generosity than love. And if you 
desire to marry you must realize that a mistress is won by the 
good temper and grace displayed while dancing, because 
ladies do not like to be present at fencing or tennis, lest a 
splintered sword or a blow from a tennis ball cause them in¬ 
jury. And there is more to it than this, for dancing is prac¬ 
ticed to reveal whether lovers are in good health and sound 
of limb, after which they are permitted to kiss their mis¬ 
tresses in order that they may touch and savor one another, 
thus to ascertain if they are shapely or emit an unpleasant 
odor as of had meat. Therefore, from this standpoint, quite 
apart from the many other advantages to be derived from 
dancing, it becomes an essential to a well-ordered society. 
You fill me with a longing to learn to dance and I regret that I 
have not devoted many idle moments to it, for one can take 
honest pleasure without becoming tainted by vice or evil 
habits. 

You can quickly regain the time you have wasted, especially 
as you are a musician and dancing depends on music, one of 
the seven liberal arts, and its modulations. 

Then I beg of you to teach me about these things. Monsieur 
Arbeau, because I know you are a musician, and in your 
youth won a reputation for good dancing and dexterity in a 
thousand sprightly steps. 

The noun “dance” comes from the verb “to dance,” which in 
Latin is called saltare. To dance is to jump, to hop, to skip, to 
sway, to stamp, to tiptoe, and to employ the feet, hands, and 
body in certain rhythmic movements. These consist of leap¬ 
ing, bending the body, straddling, limping, flexing the 
knees, rising upon the toes, twitching the feet, with varia¬ 
tions of these, and further postures. Dancing, or saltation, is 
both a pleasant and a profitable art which confers and 
preserves health; proper to youth, agreeable to the old, and 
suitable to all, provided fitness of time and place are ob¬ 
served and it is not abused. I mention time and place 
because it would bring contempt upon one who became 
overzealous like the tavern haunters. 
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CaPRIOL: 

ARBEAU: 


CaPRIOL: 


ARBEAU; 


Since dancing is an art, it must therefore belong to one of the 
seven liberal arts. 

As I have already told you, it depends on music and its mod¬ 
ulations. Without this rhythmic quality dancing would be 
dull and confused inasmuch as the movements of the limbs 
must follow the rhythm of the music, for the foot must not 
tell of one thing and the music of another. But, most of the 
authorities hold that dancing is a kind of mute rhetoric by 
which the orator, without uttering a word, can make himself 
understood by his movements and persuade the spectators 
that he is gallant and worthy to be acclaimed, admired, and 
loved. Are you not of the opinion that this is the dancer’s 
own language, expressed by his feet and in a convincing 
manner? Does he not plead tacitly with his mistress, who 
marks the seemliness and grace of his dancing, “Love me, 
desire me?” And when miming is added, she has the power 
to stir his emotions, now to anger, now to pity and commiser¬ 
ation, now to hate, now to love. 

Do not tantalize me by delaying any longer to grant my 
request to learn how the movements of the dance are per¬ 
formed, in order that I may master them and not be 
reproached for having the heart of a pig and the head of an 
ass. 

To please you I will tell you what I know, although it would 
ill become me, at my present age of sixty-nine, to practice 
the subject matter. 


Thoinot Arbeau, Orchesographij, tran.s. Mary Stewart Evans (New York: Dover Publica¬ 
tions, Inc., 1967), 11-18. Reprinted by permission of tbe publisher. 


What follows next is an Elizabethan sales puff, a kind of jacket blurb for a music 
book expressly aimed at the amateur, the Psalnies, sonets, soiif’s of sadness 
and pietie (1588) by William Byrd, whom we have already seen to have been an 
astute musical businessman (see above, p. 92). He certainly hit the mark this 
time: the book went through two printings and was followed by two sequels, 
Sony's of sundrie natures (1589) and Psalnies, sonp,s and sonnets (1611). The lat¬ 
ter two publications, incidentally, enclose between their dates the brief period 
when England went crazy over the Italian madrigal—home music-making at its 
most exalted—and produced the torrent of imitations that still constitute the best 
known, if in some ways the least characteristic, specimens of English music of 
the period. 

Reasons briefly set down by th’auctor, to perswade every one to 
learne to sing. 

First it is a knowledge easily taught, and quickly learned where there 
is a good Master, and an apt Scoller. 

2. The exercise of singing is delightfull to Nature & good to preserve 

the health of Man. 
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3. It doth strengthen all the parts of the breast, & cloth open the 
pipes. 

4. It is a singular good remedie for a stutting & stammering in the 
speech. 

5. It is the best meanes to procure a perfect pronunciation & to make 
a good Orator. 

6. It is the onely way to know where Nature hath bestowed the 
benefit of a good voyce: which guift is so rare, as there is not one among a 
thousand, that hath it: and in many, that excellent guift is lost, because 
they want Art to expresse Nature. 

7. There is not any Musicke of Instruments whatsoever, comparable 
to that which is made of the voyces of Men, where the voyces are good, 
and the same well sorted and ordered. 

8. The better the voyce is, the meeter it is to honor and serve God 
therewith: and the voyce of man is chiefly to be imployed to that ende. 

Omnis spiritus laudet Dominum. 

Since singing is so good a thing 
I wish all men would learne to sing. 


William Byrd, Psalmes, sonets ir songs ... (London, 1588), frontispiece. 

Byrd might have added the avoidance of social embarrassment to his list, for it is 
the chief matter treated in the opening dialogue from Thomas Morley’s Plaine 
and Easie Introduction of 1597. This passage, reminiscent of the dialogue on the 
merits of dancing from Arbeau’s Orchesographie given above, has often been 
cited as evidence of the universality of musical skill and training in Elizabethan 
England. Actually, though, here the ever-eclectic Morley has again paraphrased 
an earlier writer, this time Quintilian (who in turn was citing Cicero—see p. 13 
above). 

POLYMATHES: Stay, brother Philomathes, what haste? Whither go you 

so fast? 

PHILOMATHES: To seek out an old friend of mine. 

Pol.: But before you go I pray you repeat some of the dis¬ 

courses which you had yesternight at Master Sopho- 
bulus his banquet, for commonly he is not without 
both wise and learned guests. 

Phil.: It is true indeed, and yesternight there were a number 

of excellent scholars, both gentlemen and others, but 
all the “propos” which then was discoursed upon was 
music. 

Pol.: I trust you were contented to suffer others to speak of 

that matter. 

Phil.: I would that had been the worst, for I was compelled 

to discover mine own ignorance and confess that I 
know nothing at all in it. 

How so? 


Pol.: 
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Phil.; Among the rest of the guests, by chance master Aphron 

came thither also, who, falling to discourse of music, 
was in an argument so quickly taken up and hotly 
pursued by Eudoxus and Calergus, two kinsmen of 
Sophobulus, as in his own art he was overthrown; but 
he still sticking in his opinion, the two gentlemen 
requested me to examine his reasons and confute 
them; but I refusing and pretending ignorance, the 
whole company condemned me of discourtesy, being 
fully persuaded that I had been as skillful in that art as 
they took me to be learned in others. But supper being 
ended and music books (according to tbe custom) 
being brought to the table, the mistress of the house 
presented me with a part earnestly requesting me to 
sing; but when, after many excuses, I protested un- 
feignedly that I could not, every one began to 
wonder; yea, some whispered to others demanding 
how I was brought up, so that upon shame of mine ig¬ 
norance I go now to seek out mine old friend Master 
Gnorimus, to make myself his scholar. Farewell, for I 
sit upon thorns till I be gone, therefore I will make 
haste. 

Thomas Morley, A Plaine and Easie Introduction to Practicall Musicke (London, 1597), 
1-2, al)ridged. Spelling and punctuation modernized. 

Finally, Sonnet CXXVII by Shakespeare, whose delightful scene of flirtation at 
the keyboard gives us a better glimpse of music in Elizabethan society than 
many a weighty sociological tome. In Shakespeare’s time the virginals—little 
pentagonal spinets of varying size, often piled one atop another—were fast 
replacing the lute as the domestic solo instrument par excellence. Its chief reper¬ 
toire consisted of sets of variations on popular songs meant to please bourgeois 
tastes and composed by all the foremost musicians of the time, Byrd and Bull 
being most prolific in this genre. 

How oft, when thou, my music, music play’st. 

Upon that blessed wood whose motion sounds 
With thy sweet fingers, when thou gently sway’st 
The wiry concord that mine ear confounds. 

Do I envy those jacks that nimble leap 
To kiss the tender inward of thy hand. 

Whilst my poor lips, which should that harvest reap. 

At the wood’s boldness by thee blushing stand! 

To be so tickl’d, they would change their state 
And situation with those dancing chips. 

O’er whom thy fingers walk with gentle gait. 

Making dead wood more bless’d than living lips. 

Since saucy jacks so happy are in this. 

Give them thy fingers, me thy lips to kiss. 
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Renaissance Instrumentalists 


We get our first descriptions of virtuoso instrumentalists in a recently discovered 
treatise of c. 1480 by Tinctoris (see above, p. 80). Although undoubtedly virtuosos 
existed from the beginning of time, it was only with the Renaissance that their ac¬ 
complishments began to be valued as truly artistic ones. Their names began to be 
celebrated and their spontaneous inspiration admired. In Tinctoris’s descriptions 
of outstanding performances he himself had witnessed on plucked and bowed 
string instruments, two things stand out. First, instrumentalists were preemi¬ 
nently improvisers, and second, instrumentalists’ repertoire consisted in the 
main of arrangements and embellishments of vocal pieces. Indeed, much of the 
written-down instrumental music that began to appear, chiefly in Italy, around 
the turn of the fifteenth century was exactly the kind of piece Tinctoris here 
describes: florid, freewheeling virtuosic flights over a famous dance tune or over 
the tenor part of a popular chanson. 

The lyra commonly called lute, and the various hutruments derived 
from it: The lute is made of wood in the shape of a tortoise-shell, with a 
hole roughly in the center, and a long neck over which the strings are 
stretched from just below the hole up to the top of the neck. The player 
holds the instrument with his left hand, at the same time making the 
notes by pressure of his fingers, while the strings are struck by the right 
hand either with the fingers or with a plectrum. The plectrum elicits the 
notes from the strings. 

The [ancient] lyre is described as having seven strings tuned by 
tones and semitones [i.e., to a scale], analogously to the seven planets, 
or in honor of the seven Pleiades. But since seven strings differing by 
tones and semitones do not suffice for every composition, an arrange¬ 
ment of five, sometimes six, principal strings was later adopted, first, I 
think, by the Germans. According to this, the two middle strings are 
tuned to a major third and the rest in fourths, thereby making the lute 
completely perfect. And further, to provide a stronger sound, an addi¬ 
tional string may be conjoined to any string and tuned to tbe octave. The 
strings are generally of ram’s gut, but there is also the German invention 
by which another set of brass strings, tuned very deeply, is added. By 
this the sound is rendered not only stronger, but also much sweeter. 

Some instruments of the lute family, by reason of the size and 
number of their strings, are perfectly suitable for rendering all four parts 
of a composition, or even more if the player has sufficient skill. We use 
the lute at feasts, dances, and entertainments public and private, and in 
this many Germans are exceedingly accomplished and renowned. Thus 
some will take the treble part of any piece you care to give them and 
improvise marvelously upon it with such taste that the performance can- 
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not be rivaled. Among such, Pietro Bono, lutenist to Ercole, Duke of 
Ferrara [see above, p. 99] is in my opinion preeminent. Furthermore, 
others will do what is much more difficult; namely to play a composition 
alone, and most skillfully, in not only two parts, but even in three or four: 
for example, Orbus the German, or Henri who was recently in the ser¬ 
vice of Charles [the Bold], Duke of Burgundy. 

The viol, played with a bow, is also used over the greater part of the 
world. And it is used not only in the ways we have mentioned, but also in 
the recitation of epics. Nor must I pass over a recent event, the perform¬ 
ance of two blind Flemings, the brothers Charles and Jean, who are no 
less learned in letters than skilled in music. At Bruges, I heard Charles 
take the treble and Jean the tenor in many songs, playing the viol so ex¬ 
pertly and with such charm that the viol has never pleased me so well. 
And I am similarly pleased by the rebec, my predilection for which I will 
not conceal, provided that it is played by a skillful artist, since its strains 
are very much like those of the viol. Accordingly, the viol and the rebec 
are my two instruments; I repeat, my chosen instruments, those that in¬ 
duce piety and stir my heart most ardently to the contemplation of heav¬ 
enly joys. For these reasons I would rather reserve them solely for sacred 
music and the secret consolations of the soul, than have them sometimes 
used for profane occasions and public festivities. 

Anthony Baines, “Fifteenth-Century Instruments in Tinctoris’ De invcntionc et i4su 
musicae,” Galpin Society Journal, III (1950), 21-25. 

By the middle of the sixteenth century, instrumentalists (particularly lutenists) 
had a fairly well-developed solo repertoire, consisting, besides song and dance 
arrangements, of fantasias and ricercars—free-form compositions, sometimes in a 
strict imitative style, sometimes flashy and full of “inspired” effects like sudden 
changes of tempo and contrasts of register. It is this latter kind of piece that Fran¬ 
cesco da Milano, one of the great instrumentalists of the century, performs in the 
extract given below, from the travel diary of a visiting Frenchman. This extrava¬ 
gant description of the effect of Francesco’s playing on his hearers will hardly be 
matched until we read of such nineteenth-century virtuosos as Liszt and 
Paganini. 

While staying in Milan I was invited to a sumptuous and magnificent 
banquet where, among other pleasures of rare things assembled for the 
happiness of these select people, appeared Francesco da Milano—a man 
who is considered to have attained the end (if that is possible) of perfec¬ 
tion in playing the lute well. The tables being cleared, he chose one, and 
as if tuning his strings, sat on the end of the table seeking out a fantasia. 
He had barely disturbed the air with three strummed chords when he in¬ 
terrupted the conversation that had started among the guests. Having con¬ 
strained them to face him, he eontinued with such ravishing skill that lit¬ 
tle by little, making the strings languish under his fingers in his sublime 
way, he transported all those who were listening into so pleasurable a 
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melancholy that—one leaning his head on his hand supported by his 
elbow, and another sprawling with his limbs in careless deportment, 
with gaping mouth and more than half-closed eyes, glued (one would 
judge) to the strings of the lute, and his chin fallen on his breast, con¬ 
cealing his countenance with the saddest taciturnity ever seen—they 
remained deprived of all senses save that of hearing, as if the spirit, hav¬ 
ing abandoned all the seats of the senses, had retired to the ears in order 
to enjoy the more at its ease so ravishing a harmony; and I believe that 
we would be there still, had he not himself—I know not how—changing 
his style of playing with a gentle force, returned the spirit and the senses 
to the place from which he had stolen them, not without leaving as much 
astonishment in each of us as if we had been elevated by an ecstatic 
transport of some divine frenzy. 

Jacque.s Descartes de Ventemille, quoted in Pontus de Tyard, Solitaire second oti prose de 
la musique [1555], trans. Joel Newman, in “Francesco Canova da Milano” (Master’s thesis. 
New York University, 1942), 11. 

In Renaissance cathedrals (especially in the Counter Reformation period), in¬ 
strumentalists often accompanied the choral singing. The document given below 
suggests how prominent was their role at Seville under the great Spanish church 
composer Francisco Guerrero (1528-99). This prescription of the “order that 
must be observed by the instrumentalists in playing” (1586) not only takes in¬ 
strumental doubling for granted, but grants enormous license to the musicians to 
embellish their parts soloistically, a license that, to judge from the document it¬ 
self, they must have frequently abused. It is also clear that the instiumentalists 
did not merely play along with the chorus, but at times actually replaced the 
singers, or alternated with them. Documents like this give modern performers of 
Renaissance music provocative food for thought. 

First, Rojas and Lopez shall always play the treble parts; ordinarily 
on shawms. They must earefully obseiwe some order when they 
improvise passages both as to places and to times. When the one player 
adds passages to his part, the other must yield to him and play simply the 
written notes; for when both together embellish at the same time, they 
produce absurdities that stop one’s ears. Second, the same Rojas and 
Lopez when they at appropriate moments play on cornetts must again 
observe the same moderation in embellishing: the one deferring to the 
other; because, as has been previously said, for both simultaneously to 
add improvised passages creates insufferable dissonance. As for Juan de 
Medina, he shall ordinarily play the contralto part, not obscuring tbe tre¬ 
bles nor disturbing them by exceeding the passages that belong to a con¬ 
tralto. When on the other hand his part becomes the top above the sack- 
buts, then he is left an open field in which to glory andps free to add all 
the passages that he desires and knows so well how to execute on his in¬ 
strument. As for Alvanchez, he shall play tenors and the bassoon. At 
greater feasts there shall always be a verse played on recorders. At 
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Salves [i.e., at evensong] one of the three verses that are played shall be 
on shawms, one on cornetts and the other on recorders; because always 
hearing the same instruments wearies the listener. 

Robert Stevenson, Spanish Cathedral Music in the Golden A^ie (Berkeley: University of 
California Press, 1961), 167. 

Musicians were employed not only by noble courts and churches. Municipalities 
also retained bands of wind players to perform at public and ceremonial oc¬ 
casions. Their duties were notunlike those of musicians employed by the nobil¬ 
ity, except that their pay and their discipline—and consequently their level of 
performance—were no match for those musicians lucky enough to gain a posi¬ 
tion with a wealthy court. The document reproduced below is a decree by the 
Town Council of Lucca, Italy, and dates from the year 1577. 

Nicolao Dorati is to be the director and head of said musicians, and 
they must obey him in performing whatever music in whatever manner 
he may choose. When playing at the city hall, before and after the dinner 
of the Si^noria, Messer Bernardino da Padova is to play the first soprano, 
and Vincenzo di Pasquino Bastini the second soprano; but when playing 
ill the hall or the chambers of the Signoria, each one is to play or sing the 
part assigned to him by said Messer Nicolao, their director. However, 
outside of the city hall, in church, on the public square, at weddings, 
feasts, serenades, or other events, where they will number at least six, 
Messer Giulio is to play the first soprano, Messer Bernardino, his father, 
the second, and Messer Vincenzo the third, that is, the contralto. 

And if by chance, which God forbid, there should arise among them a 
quarrel, ill-will, or other trouble, Messer Nicolao is to intervene and re¬ 
store peace, and if anyone should refuse to listen to reason, he is to be 
reported to the Signoria in office at the time, so that steps may be taken 
accordingly. And since beautiful music and perfect harmony are the 
result of constant practice, there should be assigned for this purpose a 
room equipped with tables and benches in which they are to meet for 
practice twice a week, namely, Wednesdays and Saturdays. From the 
first of February to the last of September they shall meet in the morning, 
two hours before dinner, and from the first of October to the last of 
January, in the afternoon, two hours before supper. 

In order to enforce these rules, the maestro di casa shall take atten¬ 
dance, and those who are absent shall be fined one carlino for each time, 
except in case of illness or other legitimate excuse. 

Carl Anthon, “Some Aspects of the Social Status of Italian Musicians During the Sixteenth 
Century.” 7ourn«/ of Renaissance and Baroque Music, 1 (1946), 225. 
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Radical Humanism: The End of the Renaissance 


When the humanist scholars of the Renaissance sought to investigate the music 
of antiquity, they were confronted by a frustrating paradox: there was no music to 
investigate, only, on the one hand, theoretical treatises describing the music’s 
materials, and on the other, accounts of musical performances and music’s ef¬ 
fects, often miraculous. They noticed that the prodigies of musical ethos 
described by Plato, Quintilian, Boethius, and others (see antiquity readings, 
especially p. 14) did not seem to happen any more. The more literal-minded 
among them concluded that the ''perfected art” of the High Renaissance, mag¬ 
nificent as it was, had lost something worth far more than its much-vaunted per¬ 
fection of technique. The problem was how to recapture the powers of ancient 
music, its intimate bond with men’s souls and its miraculous influence on 
men’s character and behavior. One way to attempt this was to revive the theory 
of Greek music and apply it as far as possible to the music of one’s own time. 
The leading experimenter in this direction was Don Nicola Vicentino (c. 
1511-72), who, as early as 1546, attempted to introduce into his madrigals the 
"chromatic and enharmonic genera” of Greek theory. This meant, to put it as 
simply as possible, that Vicentino wrote music that made use of a more per¬ 
vasive chromaticism than any previous, and that even included microtones (i.e., 
intervals smaller than a semitone). Regarded as a crank by his contemporaries, 
Vicentino was subjected on occasion to public ridicule, and his ideas, for the 
most part, died with him. The extracts below, from his Vantica musica ridotta 
alia moderna prattica (1555), an elaborate justification of his attempts to "rec¬ 
oncile ancient music with modern practices,” reflect his defiant spirit and the 
ebullient sense of exploration and discovery that so appealingly mark one 
whom we may consider perhaps the quintessential "Renaissance man” of 
music. 

Although in these times there can be found some professors of music 
who disparage the eflForts which are made in order to learn, and do not 
even praise those struggles which were undertaken by so many cele¬ 
brated philosophers in their desire to understand the ultimate divisions 
of music, nonetheless, these fellows will not deter me from learning and 
investigating new things, because knowledge is proper to man; and for 
this reason, I shall incessantly continue to adapt to modern practice the 
genera and species [of Greek music]. And if I am unable to make a great 
gain for that practice, at least I shall give such an impetus to fine minds 
that they will then come up with their own better solutions. How much 
one sees in the comparison of music of our time with that which was in 
use a hundred, fifty, twenty-five, and ten years ago! And similarly with 
this my effort. How intricate my compositions will seem to our posterity! 
And the reason will be that it is easy to add to tilings discovered, but the 
invention and beginning of all things is very difficult. 
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The nature of the enharmonic genus allows one to make steps and 
leaps beyond all reason, and because of this, such a division of pitches is 
called an irrational proportion. Thus the student ought to learn to com¬ 
pose and sing such steps and leaps in order that he may be a perfect 
musician and a perfect singer. By this he will show the world that he is 
a rare artist and that he does with art that which reason has not been 
able to do. 

And here is an ironic footnote by “posterity,” in the person of another (and more 
successful) musical humanist, Vincenzo Galilei (see below, p. 165). 

I doubt if the enharmonic music pleased even Don Nicola himself. I 
think what happened to him was that which occurs to many other peo¬ 
ple: and this is that inadvertently, because of their naivete, they abuse 
what deserves praise and praise what merits abuse, and afterwards, 
ashamed to contradict themselves, they remain obstinate; others because 
of their ambitions boast of being capable of things beyond their powers, 
and badly as they succeed in their ventures, always wish to sustain them 
as well done. 

Henry W. Kaufmaiin, The Life and Works of Nicola Vicentino (Rome: American Institute of 
Mu-sicology, 1966), 113, 105-106. 

An important center of musical humanism was the Academie de Poesie et de 
Musique, founded in 1570 by the French poet Jean Antoine de Bai’f (1532-89) 
under the enthusiastic patronage of King Charles IX. Among the musicians as¬ 
sociated with Baif and his academy were Jacques Mauduit (1557-1627), 
Guillaume Costeley (c. 1531-1606), and one of the greatest French musicians of 
the day, Claude Le Jeune (c. 1525-1600). Although there was some interest 
among these composers in “chromatic” experimentation along Vicentino’s lines, 
their main contribution, which they made under Baif s tutelage, was the musique 
mesuree a Tantique, in which the meters of classical poetry were more or 
less arbitrarily assigned to French poems and then strictly obseiwed by the com¬ 
posers in their settings. The aims of the academy were set forth years later in the 
encyclopedic treatise Hannonie universelle, by Marin Mersenne (1588—1648), 
who in his youth was a pupil of Mauduit. 

The Academicians did not wish to bring in a new kind of music, 
unless you call that new when something is restored to wholeness, but 
wished to recover those effects, which, as we read, were once produced 
by the Greeks, by joining Gallic verses to our carefully cultivated music. 
For they hoped to exhilarate the depressed spirit, to reduce the over¬ 
elated spirit to modesty, and to stir themselves to other feelings by their 
own music. And they frequently made trial of these things before the 
King and the princes, as King Gharles testifies in a document signed by 
his own hand, with the great seal attached, in the year of Our Lord 1570, 
the tenth of his reign, in which he established himself First Auditor of 
the Academy, and most willingly approved its rules and constitutions. 
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When Jean Antoine de Ba'if and [his collaborator] Joachim Thibault 
de Courville labored together to drive barbarism from Gaul, they consid¬ 
ered that nothing would be of more potency for forming the manners of 
youth to everything honorable than if they were to recover the effects of 
ancient music and compose all their songs on the models of the fixed 
rules of the Greeks. 

Would that that Academy might drive its roots into this our time and 
put forth flowers and fruits, never ceasing from divine praises and bring¬ 
ing forth musical persons, each of whom should make music with his 
whole heart. But there is no need for complete despair; it will be possi¬ 
ble to start an even better Academy, if the most famous men in every 
kind of art and science would bring their industry together. Only let 
envy be absent, on account of which such great labors are wont to come 
to nought in Gaul. 

Florence Yates, The French Academies of the Sixteenth Century (London; The Warburg 
Institute, University of London, 1947), 24-25. 

In the preface to Le Jeune’s posthumous vers mesures settings of Baif s Le Prin- 
temps (1603), the anonymous editor gave classic expression to the Academy’s 
ideals, and to the musical means for realizing them. 

The ancients who have discussed music have divided it in two parts; 
Harmony and Rhythm. The first consists of the proportional ordering of 
high and low sounds, the other of short and long durations. Harmony was 
so little explored by them that they used no other consonances than the 
octave, fifth, and fourth. From these they would construct a certain chord 
on the lyre, and sing their poetry to its sound. Rhythm, on the other 
hand, reached such a peak of perfection with them that with it they 
achieved marvelous effects. They could move the passions of men’s 
souls at will. Since then, this power of rhythm has been so neglected as 
to have been lost altogether, while Harmony has been so precisely in¬ 
vestigated in the last two hundred years that it has been perfected. It 
creates effects of beauty and grandeur, but these are not those which an¬ 
tiquity records. This has given many cause for wonder, since the an¬ 
cients sang only with one voice, while we have the melody of several 
voices together. Some, perhaps, may have discovered the cause of this 
situation, but no one has ever been found to attempt a cure before 
Glaude Le Jeune, who is the first to have made bold to retrieve this 
poor Rhythm from the grave in which it has so long been languishing, 
and make it Harmony’s equal. For Harmony alone with its agreeable 
consonances is capable of arousing the true admiration of the subtlest 
minds. But Rhythm can excite them, and moreover, can excite, move, 
and transport at will by the sweet violence of its orderly movements any 
soul however coarse and uncouth. 

Henri Expert (ed.), Les Maitres musiciens de la Renaissance franqaise, XII (Paris, 1900), 
unpaginated (facsimile of original preface). Trans. R. T. 
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If the claims of the advocates of miisique mesiiree were valid, then they would 
have to come up with music that could produce the effects the ancient authors 
described. And so we have reports like the one below by the French humanist 
scholar Artus Thomas, in which a familiar classical musical legend—whose pro¬ 
totype should be well known to readers of this book—is rather transparently 
brought up to date. 

It was with two songs in the Phrygian and Hypophrygian modes that 
Timotheus gave proof of his power on the person of Alexander, whom, 
with a Phrygian tune, he caused to rush to his arms when at table, imme¬ 
diately afterwards causing him to return to his former tranquillity with a 
Hypophrygian tune. I have ofttimes heard it said of Sieur Claudin Le 
Jeune (who has, without wishing to slight anyone, far surpassed the 
musicians of ages past in his understanding of these matters) that he had 
sung an air (which he had composed in parts) at the magnificent fetes 
which took place on the occasion of the marriage of the late Due de 
Joyeuse in 1581, and that when this air was rehearsed at a private concert 
it caused a gentleman there to put hand to arms and begin swearing out 
loud, so that it seemed impossible to prevent him from attacking some¬ 
one: whereupon Claudin began singing another air in the Hypophrygian 
mode, which rendered the gentleman as calm as before. This has been 
confirmed to me since by several who were there. Such is the power and 
force of melody, rhythm, and harmony over the mind. 

Yates, French Academies, 59. 

What was to prove ultimately the most influential of the neoclassical tendencies 
of late Renaissance musical thought was that which we associate with the Flor¬ 
entine Camerata. This was a group of noble literati and aesthetes who met at the 
home of Count Giovanni de’ Bardi (1534-1612) to discourse on the arts and sci¬ 
ences generally and on the virtues of ancient music in particular. Among the 
members of his fraternity was Vincenzo Galilei (1533—91), a lutenist and 
dilettante composer, who was the father of the great astronomer Galileo. In his 
Dialogo della musica antica e della moderna {Dialogue on Music Ancient and 
Modern) of 1581, Galilei gave the ideas of the Camerata their fullest literary 
expression. Although he had been a pupil of Zarlino himself and was the author 
of contrapuntal treatises, Galilei took, in his Dialogo (so called because it was 
cast in the form of a dialogue between Count Bardi and another member of the 
Camerata, Piero Strozzi), the most extreme and hostile stand against the princi¬ 
ples of High Renaissance polyphony. (His book called forth an equally hostile re¬ 
tort from Zarlino, in the Sopplimenti musicali of 1588.) The condensation of the 
central portion of the Dialogo, which follows, emphasizes Galilei’s three main 
contentions: (1) that the art of Renaissance polyphony was a worthless diversion 
from the true meaning and purpose of music as practiced by the ancients; (2) that 
the madrigal and its “isms” were a perversion of these ideals; and (3) that the re¬ 
covery of the principles of true music was to be sought in the art of orators and 
actors, Galilei holding, as Quintilian had ages before, that music was to be 
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viewed above all as a branch of rhetoric. These ideas might have proved as 
sterile and devoid of issue as Vicentino’s or Baif ’s had they not stimulated the 
imagination of some great musicians, beginning with Giulio Caccini and cul¬ 
minating in Claudio Monteverdi. For it was at the Camerata’s behest that the 
first steps were taken in the direction of the “musical speech” known as recita¬ 
tive over a basso continuo, and through the medium of recitative, to the at¬ 
tempted revival of the Greek drama, which actually led instead to the birth of 
opera around the turn of the century. This, of course, marked one of the great 
epochs in the history of music, and just as our readings from the Baroque will 
open with selections dealing with the Camerata-inspired “monody” and dramat¬ 
ic music of the early seventeenth century, so Galilei’s tract will make a fitting 
close to our selection of readings from the Renaissance. 

Despite the peak of excellence modern music has achieved, we do 
not hear or see today the least sign of those effects which ancient music 
produced, nor again do we read that they were accomplished fifty or a 
hundred years ago, when music was not so common and accessible to all. 
Consequently neither its novelty nor its excellence has ever given our 
modern musicians the power of achieving any of those wondrous effects 
that ancient music achieved, which were so infinitely desirable and 
useful. From which we must necessarily conclude that either music or 
human nature has changed from its original state. 

If the use of music was inti oduced among men for the reason and to 
that end upon which all the learned agree, that is, none other than that it 
arose principally to express with the greater efficacy the passions of the 
soul for celebrating the praises of gods and heroes, and secondarily, to 
impress these with equal force upon the minds of mortals, for their 
benefit and welfare, then it will be clear that the rules of modern con¬ 
trapuntists, which they observe like inviolable laws, as well as those ad¬ 
ditional rules which they so frequently employ at their discretion and to 
show off their learning, are altogether contrary to the perfection of the 
best and truest harmonies and melodies. 

Consider each rule of the modern contrapuntists in and of itself, or all 
of them together if you wish. They aim at nothing but the delight of the 
ear, if delight it can be truly called. On the ways of expressing the pas¬ 
sions of the soul and impressing them with the greatest possible efficacy 
on the minds of the listeners, modern musicians have no books. Nor do 
they think—nor have they ever thought—about such things since music 
like theirs was invented, but only how to ruin it all the more, if only 
given the chance. And that it is the case today that no one gives a thought 
in the world to expressing the emotions of the words with the proper af¬ 
fect—except in the ridiculous way I will describe later—is proven by 
the fact that all their rules and techniques cover nothing more than how 
to move about among the musical intervals, seeing to it that the melody 
vies with varied harmonies according to their precepts, and without fur¬ 
ther thought to expression of emotion or the sense of the words. 
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To this, our practicing contrapuntists will say, or rather hold fast to 
the idea, that they have indeed expressed the passions of the soul in the 
manner appropriate, and that they have imitated the words, each time 
they set to music a sonnet, a madrigal, or other poem in which one finds 
verses which say, for example, “Bitter heart and fierce, cruel desire,” 
which happens to be the first line of one of Petrarch’s sonnets, and they 
see to it that between the parts that sing it are many sevenths, fourths, 
seconds, and major sixths, and that by means of these they have made a 
rough, bitter, grating sound in their listeners’ ears. Another time they 
will say they have imitated the words when among the ideas in the text 
are some that have the meaning “to flee,” or “to fly.” These will be 
declaimed with such speed and so little grace as can hardly be imagined. 
As for words like “to vanish,” “to swoon,” “to die,” they will make the 
parts fall silent so abruptly that far from inducing any such effect, they 
will move their listeners to laughter, or else to indignation, should they 
feel they are being mocked. Again, having words like “alone,” “two,” or 
“together” to set, they will have one voice, then two, and finally all 
together chime in with unheard-of suavity. Others, setting this particular 
line from one of Petrarch’s sestinas: “And with the lame ox he will go in 
pursuit of Laura,” will have it declaimed with such jerkiness, wavering, 
and syncopations that it will sound like nothing so much as a case of hic¬ 
cups. And if mention be made in the words, as it happens now and then, 
of drum rolls, trumpet calls, or some such instrument, they will seek to 
represent its sound to the hearer with their song, never mind that in so 
doing they cause these very words to be pronounced in an unheard-of 
manner. Finding words denoting contrasts of color, like “dark” versus 
“light hair,” and the like, they will set them to black and white notes re¬ 
spectively, to express their meaning most astutely and cleverly, they say, 
never mind that they have altogether subordinated the sense of hearing 
to accidents of form and color which are properly the domain of vision 
and touch. Another time, they will have a verse like this: “He descended 
into Hell, into the lap of Pluto,” and they will make one of the parts de¬ 
scend so that the singer sounds to the listener more like someone moan¬ 
ing to frighten and terrify little girls than like someone singing some¬ 
thing sensible. And where they find the opposite—“He doth aspire to 
the stars”—they will have it declaimed in such a high register that no 
one screaming in pain has ever equaled it. Unhappy men, they do not re¬ 
alize that if any of the famous orators of old had ever once declaimed two 
words in such a fashion they would have moved their hearers to laughter 
and contempt at once, and would have been ridiculed and despised by 
them as stupid, abject, and worthless men. 

When musicians go henceforth for their amusement to the tragedies 
and comedies played by the actors and clowns in the theaters, let them 
for a while leave off their immoderate laughing and instead kindly ob¬ 
serve in what manner the actors speak, in what range, high or low, how 
loudly or softly, how rapidly or slowly they enunciate their words, when 
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one gentleman converses quietly with another. Let them pay a little at¬ 
tention to the differences and contrasts that obtain when a gentleman 
speaks with one of his servants, or one of these with another. Let them 
consider how the prince converses with one of his subjects or vassals; 
again, how he speaks to a petitioner seeking a favor; how one speaks 
when infuriated or excited; how a married woman speaks, how a girl, a 
simple child, a witty wanton; how a lover speaks to his beloved seeking 
to persuade her to grant him his wish; how one speaks when lamenting, 
when crying out, when afraid, and when exulting with joy. From these 
diverse observations, if they are cairied out attentively and considered 
with care, one can deduce the way that best suits the expression of what¬ 
ever meanings or emotion may come to hand. 

Vincenzo Galilei, Dialo^o della miisica cintica e della moderna, ed. Fabio Fano (Milan: A. 
Minuziano, 1947), 93-96, 130-31, 153-59, 160-62. Trans. R. T. 
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The Birth of a "‘New Music"" 


The singer Giulio Caccini (d. 1618) was one of several claimants to the title of in¬ 
ventor of a new music around the beginning of the seventeenth century. He was, 
in any case, one of the first musicians to turn the learned theorizing of the 
Camerata into a living music that could really form the basis of a new style. His 
songs were not without precedent: the music of the ‘dadies of Ferrara'’ (see 
above, p. 149) comes to mind, and we know from Castiglione (p. 94) that solo 
singing to a simple accompaniment had a long tradition in Italian courtly 
circles. Indeed, Caccini at times seems to paraphrase Castiglione, as when he 
calls for ‘'a certain noble negligence in the singing." What, then, was new in 
Caccini's self-consciously titled Niiove musiche of 1601? For one thing, the 
lofty aims: Caccini knowingly made the ideals of the Camerata his own, and 
strove to achieve the ‘‘effects of the ancients" according to Galilei's prescription 
(above, p. 165). Caccini's idea of “speaking musically" is the origin of what 
became known as “recitative," the prime distinguishing feature of early opera 
(in whose beginnings Caccini also had a hand). And Caccini's references to a 
certain freedom in the handling of dissonances are related to what Monteverdi 
was to call the seconda prattica: a revolutionary approach that for the first time 
liberated harmony from linear part-writing. In the preface to Le niiove musiche, 
from which we give an extract below, Caccini mentions two kinds of song: 
besides the recitative-like “madrigal," he wrote strophic “arias" in various 
dance meters. Something like this pair of styles was to provide the basic frame¬ 
work for musical drama for centuries to come. But Caccini's ascetic approach to 
vocal display was to prove short-lived indeed. 

In the days when the most excellent Camerata of the Very Illustrious 
Mr. Giovanni Bardi, Count of Vernio, was thriving in Florence, where 
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not only much of the nobility but also the city’s first musicians, intellects, 
poets, and philosophers met together, I can state, having frequented it 
myself, that I learned more from their savant speeches than I had in 
over thirty years’ study of counterpoint. For those most knowledgeable 
gentlemen were always urging me, and with the clearest arguments per¬ 
suading me, not to prize the sort of music which, by not letting the words 
be properly understood, spoiled both the sense and the verse, now 
lengthening, now shortening syllables to suit the counterpoint (that 
mangier of poetry), but rather to adhere to the manner so much praised 
by Plato and other philosophers, according to whom music consists of 
speech, rhythm, and, last, sound—not the contrary. They further urged 
me to aspire that it might penetrate the minds of others, working those 
wonders so admired by the ancient writers, which counterpoint, in mod¬ 
ern compositions, rendered impossible: and especially so when singers 
sang alone to a stringed instrument, and the words could not be under¬ 
stood for the profusion of embellishments on both short and long sylla¬ 
bles, and in any sort of music whatever, provided by this means the mul¬ 
titude exalted them and cried them up for worthy songsters. Having, I 
say, obseiwed that such music and musicians afforded no other pleasure 
than that which the harmony might impart to the sole sense of hearing 
(the intellect being unaffected so long as the words were incomprehensi¬ 
ble), it occurred to me to introduce a sort of music in which one might, so 
to say, speak musically, making use (as I have said elsewhere) of a cer¬ 
tain noble negligence in the singing, passing occasionally through a dis¬ 
sonance, the bass staying firm, and the middle parts reduced to in¬ 
strumental harmony that expressed some affection, for otherwise they 
are useless. Wherefore, having made a beginning with songs for one 
voice alone, since it seemed to me they had more power to delight and 
move than songs for several voices together, I composed in those days 
certain madrigals and, in particular, an aria in the very style which was to 
serve me later for the stories put on stage with singing in Florence [i.e., 
the first operas]. These madrigals and this aria, having been heard by the 
Camerata with loving applause and with exhortations to me that I pursue 
my goal by that path, prompted me to go to Rome so that they might be 
sampled there too. There I performed the madrigals and aria at Mr. Nero 
Neri’s house in the presence of many gentlemen who frequented it, and 
all can testify how much they urged me to continue my undertaking, say¬ 
ing that they had never before heard music sung by a single voice to a 
mere stringed instrument that had as much power to move the soul’s af¬ 
fections as did those madrigals, both because of their novel .style and 
because, it being then the fashion to sing many-voiced madrigals with a 
single voice, it seemed to them that a soprano thus singled out from the 
other parts was wholly devoid of any affection, the parts having been 
designed to act upon each other reciprocally. Returning to Florence, and 
seeing that in those days, too, musicians were accustomed to certain lit¬ 
tle songs (set for the most part to vile words) which I felt were improper 
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and not relished by connoisseurs, it occurred to me, in order occasionally 
to lift men’s drooping spirits, to compose some little songs by way of airs, 
to be used with consorts of strings; and having imparted this thought to 
many gentlemen of the city, I was obligingly favored by them with many 
i hymes in a variety of meters, all of which I set to different airs from time 
to time, and they have proved welcome enough to all of Italy, their style 
having now been found serviceable by anyone wishing to compose for a 
single voice, particularly here in Florence. 

It should be observed that passages [of embellishment] were not in¬ 
vented because they were necessary to the right way of singing, but 
rather, I think, for a certain titillation they afford the ears of those who do 
not know what it is to sing with affection; for were this understood, then 
passages would no doubt be abhorred, since nothing can be more con¬ 
trary to producing a good effect. 

Angelo Solerti (ed.), Le origini del nielodramma: testimonicinze dei contemporanei (Turin: 
Fratelli Bocca, 1903), 56-60. Trans. P. W. 
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The new freedom of early Baroque composition was received with suspicion by 
conservative musicians. One such was Giovanni Maria Artusi, who in 1600 
published a savage attack on certain madrigals by Monteverdi (unfairly, before 
the offending works had been published), in which the unnamed composer, the 
greatest musician of his age, was accused of vaingloriousness and even incompe¬ 
tence because of the licenses he allowed himself in his part writing. 

Such composers, in my opinion, have nothing but smoke in their 
heads if they are so impressed with themselves as to think they can cor¬ 
rupt, abolish, and ruin at will the good old rules handed down from days 
of old by so many theorists and excellent musieians, who are the very 
ones from whom these modern musicians have learned awkwardly to put 
a few notes together. But do you know what generally befalls works like 
these? As Horaee says: 

’Tis the tall pine that oftenest is tossed by winds: 

Lofty towers fall with heaviest crash; 

Lightnings strike the mountain’s peak. 

In the end, since they lack a good foundation, they are eaten away by 
time and fall to the ground, and those who put them up are made a 
laughingstock. 
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Of course I recognize that new discoveries are not only a good thing 
but a necessary one. But first tell me why you want such clashes as they 
have written? If you would answer, “I wish them to be heard clearly, but 
not so as to offend the ear, ” then why not prepare them in the conven¬ 
tional way, as reason dictates? Now, even if you want dissonances to 
become consonances, they will always remain the opposite of conso¬ 
nant; they are naturally always dissonant and can become consonant, 
therefore, only if consonances become dissonances. We have reached 
the point of absurdity, but it is altogether possible that these modern 
composers will so exert themselves that in time they actually will find a 
way to turn dissonances into consonances and vice versa. But if one’s 
purposes can be achieved by following the teachings and the good old 
rules handed down by authority and followed by musicians everywhere, 
why then go beyond their bounds in search of extravagant novelties? 
Don’t you know that all the arts and sciences have long since been 
regulated by theorists and that their basic principles and rules have been 
handed down to us so that, as long as they are kept to, we shall be able to 
understand one another? Horace says: 

There is a moderate measure in things, there are definite limits 

Which sensible conduct should neither exceed nor fall short of. 

Compositions like these, then, are the product of ignorance. For such 
composers it is enough to set up a great roar of sound, an absurd confu¬ 
sion, an array of defects, and it all comes from the ignorance which keeps 
them benighted. 

VArtusi, ovvero, Delle imperfezioni della moderna musica (Venice, 1600), fols. 42-43. 
Trans. R. T. The Odes of Horace, trans. A. D. Godley (London, 1898), 37. The Satires and 
Epistles of Horace, trans. Smith Palmer Bovie (Chicago; University of Chicago Press, 
1959), 37. 

It is Artusi, of course, who has become the laughingstock. Monteverdi’s answer, 
which he issued through his brother Giulio Cesare as a “Declaration” appended 
to his first book of Scherzi inusicali (1607), stresses the overriding import of the 
text and its expression. The phrase “the words [are] the mistress of the har¬ 
mony” was to become one of the chief slogans of the era, and the term scconda 
prattica (second practice), which Claudio Monteverdi had coined in the preface 
to his fifth book of madrigals (1605), has been taken over by modern scholars to 
designate everything that sets early Baroque music apart from that of the Renais¬ 
sance. (By “harmony” Monteverdi means what we would call polyphony; his 
melodia, which refers to the way the music carries the words, is translated here 
as “setting.”) 

My brother says that his works are not composed at random, for, in 
this kind of music, it is his goal to make the words the mistress of the har¬ 
mony and not its servant, and it is from this point of view that his work 
should be judged. But in the event Artusi takes a few details, or, as he 
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calls them “passages” from my brother’s madrigals, without any regard for 
the words, which he ignores as if they had nothing to do with the music, 
by judging these passages without their words, my brother’s opponent 
implies that all merit and beauty lie in following exactly the rules of the 
First Practice, in which the harmony is mistress of the words. 

“First Practice” refers to that style which is chiefly concerned with 
the perfection of the harmony; that is, in which harmony is not ruled, but 
mles, is not the servant but the mistress of the words. Its founders were 
the first to write down music for more than one voice, later followed and 
improved upon by Ockeghem, Josquin des Prez, Pierre de la Rue, Jean 
Mouton, Crequillon, Clemens non Papa, Gombert, and others of those 
times. It reached its ultimate perfection with Messer Adriano [Willaert] 
in composition itself, and with the extremely well-thought-out rules of 
the excellent Zarlino. 

“Second Practice”—which was originated by Cipriano de Rore, later 
followed and improved upon by Ingegneri, Marenzio, Giaches de Wert, 
Luzzasco, still more by Jacopo Peri, Giulio Caccini, and finally by yet 
more exalted spirits who understand even better what true art is—is that 
style which is chiefly concerned with the perfection of the setting; that 
is, in which harmony does not rule but is ruled, and where the words are 
mistress of the harmony. This is why my brother calls it “second” rather 
than “new,” and “practice ” rather than “theory,” for its understanding is 
to be sought in the process of actual composition. Thus, it is my brother’s 
aim to follow the principles taught by Plato and practiced by the divine 
Cipriano and those who have followed him in modern times, which are 
different from the principles taught and laid down by the Reverend 
Zarlino and practiced by Messer Adriano. 


Claudio Monteverdi, Tutte le ope re, ed. G. Francesco Malipiero, X (Vienna: Univei-sal Edi- 
tion, 1929), 69-72. Trans. R. T. 


Monteverdi’s account of how he invented the tremolo well illustrates the basic 
tenets of early Baroque neoclassical musical philosophy; the aim of the compos¬ 
er, no less than of any other artist, is imitazione della natura, the imitation of 
reality. For musicians the way to do this was to copy speech, which was the em¬ 
bodiment of the passions of the soul. And the principles by which this was ac¬ 
complished were those of the orator—music became once again an art of rheto¬ 
ric. The spectacular results Monteverdi obtained with his discovery may be 
heard in his Combattimento di Tancredi e Clorinda from the eighth book of 
madrigals {Madrigali gnerrieri et amorosi, 1638), from whose preface the fol¬ 
lowing extract is taken; 


It has seemed to me that the chief passions or affections of our mind 
are three in number, namely anger, equanimity, and humility. The best 
philosophers agree, and the very nature of our voice, with its high, low, 
and middle ranges, would indicate as much. The art of music clearly 
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points to these three in its terms “agitated,” “soft,” and “moderate” [con- 
citato, molle, temperato]. In the works of past composers I have been 
able to find examples of the soft and the moderate, but I have never 
found an example of the agitated style, although Plato describes it as 
“the harmony which would fittingly imitate the speech and inflections of 
the brave man going to war” [see p. 9]. In view of this I have exerted 
myself with no little diligence and effort to recover this style. 

Since according to all the best philosophers the fast pyrrhic foot was 
used for agitated, warlike dances, and the slow spondaic foot for their op¬ 
posites, I took the whole note and proposed that one whole note corre¬ 
spond to one spondee. Dividing this into sixteen sixteenth-notes, struck 
one after the other and joined to words expressing anger and scorn, I 
could perceive in this brief example a resemblance to the emotion I was 
seeking. 

At first, the musicians, especially those whose task it was to play the 
basso continuo, thought it ridiculous to strike a single string sixteen 
times in one measure, and so they reduced it all to one stroke per 
measure, thereby producing the spondee instead of the pyrrhic foot, and 
destroying all resemblance to agitated speech. Be assured, therefore, 
that the basso continuo must be played just as written, along with the 
other parts. 


Monteverdi, Tutte le opere, VIII (1929), unpaginated. Trans. R. T. 
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The seconda prattica (see the preceding selection) was soon put to what was 
considered the most exalted possible use: the revival of ancient Greek tragedy. 
These early musical dramas, the first real operas, were the work of Florentines 
and originally served the same purposes and were performed at the same kinds 
of functions as the older Florentine intennedii (see above, p. 115). They are 
described below by Marco da Gagliano (1582—1643), court composer to the 
Medici, whose La Dn//ie (from whose preface we quote), produced in Mantua for 
the wedding of the young prince Francesco Gonzaga in January 1608, was a 
resetting of the libretto of the earliest opera of all. 

I think it may not prove useless to remind the reader how and when 
spectacles of this kind originated; which without any doubt, having been 
received with so much applause at their birth, will sooner or later attain 
to much greater perfection, perhaps to the point that one day they may 
be likened to the celebrated tragedies of the ancient Greeks and Latins, 
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the more so if great masters of poetry and of music shall put their hands 
to them, and if princes, without whose aid any art can but ill be brought 
to perfection, shall be favorably inclined to them. 

Having repeatedly discoursed on the manner in which the ancients 
used to represent their tragedies, how they introduced their choruses, 
whether they employed song, and of what kind, and similar matters. Si- 







Jacopo Peri in Theatrical Costume. In 1589, a few years before composing Dafne 
(the first opera), Peri participated in the wedding festivities in honor of Fer¬ 
dinand I de’ Medici and Christine of Lorraine. In the fifth intermedio to a come¬ 
dy, he appeared seated at the stern of a ship in the guise of the poet-singer Arion, 
captured by pirates. After singing a heart-rending lament of his own composition, 
“he threw himself precipitously, thus fully dressed, into the sea, and the water 
was seen to splash high into the air at his fall, and it was a while before he was 
seen emerging, carried by a Dolphin’' (from a contemporary account; the costume 
design is by Bernardo Buontalenti). Florence, Bibl. Naz. Centrale, MS Pal. 
C.B.3.53 
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gnor Ottavio Rinuccini [Florentine poet, 1562—1621] took to composing 
the play of Dafne, and Signor Jacopo Corsi [c. 1560-1604] of honored 
memory, lover of all sciences and of music in particular (so much so that 
he is rightly called its Father by all musicians), composed some airs to 
parts of it. And having grown to like these exceedingly, he resolved to 
see what effect they should make on the stage, and therefore, together 
with Signor Ottavio, shared his thought with Signor Jacopo Peri 
[1561-1633], a great expert in counterpoint and a most exquisite singer. 
The latter, having listened to their purpose and approved of a part of the 
airs already composed, took to composing the rest. Signor Corsi liked 
these uncommonly well and, availing himself of a Carnival festivity in 
the year 1597, he had [Dafne] played in the presence of my lord the 
most excellent Duke Giovanni Medici and of some of the principal 
gentlemen of our town. The pleasure and the amazement produced in 
the audience by this novel spectacle cannot be described; suffice it to say 
that each of the many times it was performed it generated the same admi¬ 
ration and the same delight. This experiment having taught Signor 
Rinuccini how well singing was suited to the expression of every sort of 
affection, and that it not only afforded no tediousness (as many might 
perchance have presumed) but indeed incredible delight, he composed 
his Euridice, dilating somewhat more in the dialogues. Signor Corsi hav¬ 
ing heard it, and being pleased with the story and the style, he deter¬ 
mined to put it on the stage for the wedding of the Most Christian Queen 
[Maria de’ Medici]. Then it was that Signor Jacopo Peri discovered that 
artful manner of reciting in song which all Italy admires. 1 shall not go to 
the trouble of praising it, since everyone praises it to the skies, nor is 
there any lover of music who does not keep Orfeo’s songs before him at 
all times. I will say, though, that no one who has not heard Signor Jacopo 
sing them himself can fully comprehend the nobility and force of his 
airs; for he imparts to them such gracefulness, and so forcefully does he 
impress on the listener the affection of these words, that we must needs 
either cry or be cheered as he pleases. It would be superfluous to tell 
how well the performance of that tale was received, there being the testi¬ 
mony of so many princes and lords who attended those splendid nup¬ 
tials. I shall only say that among those who commended it, my lord the 
Most Serene Duke of Mantua was so very pleased with it that, among 
many admirable festivities ordered by His Highness for the magnificent 
wedding of the Most Serene Prince his son and the Most Serene Infanta of 
Savoy, he ordered that a musical tale be enacted. And this was Arianna, 
composed for the occasion by Signor Ottavio Rinuccini, whom my lord 
the Duke called to Mantua for the purpose. Signor Claudio Monteverdi, 
a most celebrated musician and chief of His Highness’s music, wrote the 
airs so exquisitely that one may truthfully aver that the virtues of ancient 
music were reborn, for all the audience was visibly moved to tears. 

This was the origin of the musical plays, a spectacle truly fit for 
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princes and delightful beyond any other, being one in which are united 
all the noblest pleasures, such as the invention and treatment of the tale, 
sense, style, sweetness of rhyme, musical artistry, consorts of voices and 
of instruments, exquisite beauty of singing, comeliness in the dancing 
and gestures; and one should also say that no small part is played therein 
by painting, through the [scenic] perspective and the costumes; so that, 
together with the intellect, all the noblest senses are gratified at once by 
the most delightful arts discovered by human ingenuity. 

Angelo Soleiti (ed.), Le ongini del melodramma: testiinonianze dei contemporanei (Turin: 
Fratelli Bocca, 1903), 79-82. Trans. P. W. 


L’Orfeo, a “musical tale” by Claudio Monteverdi, to a poem by the court secre¬ 
tary of Mantua, Alessandro Striggio, was first performed during the Carnival 
season of 1607 in honor of the young prince Francesco Conzaga. Like its 
predecessor mentioned by Cagliano, it is based on the legend of Orpheus and 
Eurydice (see above, p. 1). And indeed, what could better suit a work that embod¬ 
ied the new recitative style than a story demonstrating the very effects at which 
that style aimed? Striggio’s prologue to the drama hints as much. In its own way 
it is a kind of manifesto of the seconda prattica, sung by “La Musica” herself: 


Dal niio Permesso amato a voi ne 
vegno, 

Incliti eroi, sangue gentil de’ regi, 

Di cui liana la Fama eccelsi pregi, 

Ne giunge al ver, perch’e 
tropp’alto il segno. 

lo la Musica son, ch’ai dolci ac- 
centi 

So far tranquil lo ogni turhato core, 

Ed or di nohil ira ed or d’aniore 

Poss’infiammar le piii gelate 
menti. 

lo su cetera d’or cantando soglio 

Mortal orecchio lusingar talora, 

E in questa guisa a I’armonia so- 

nora 

De la lira del ciel piu Palme in- 
voglio. 


From my beloved Permessus I 
come to you. 

Renowned heroes, blood royal of 
kings. 

Of whom Fame tells glorious 
deeds. 

Falling short of truth, so lofty is the 
theme. 

I am Music, who with sweet melo¬ 
dy 

Know how to calm every troubled 
heart. 

And now with noble anger, now 
with love 

Can inflame the most frozen 
minds. 

I, singing to my golden cittern, am 
wont 

Sometimes to charm mortal hear¬ 
ing. 

And in this way cause souls to 
yeain 

The more for the sonorous har¬ 
mony of Heaven’s lyre. 
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Quinci a dirvi d’Orfeo desio mi 
sprona, 

D’Orfeo che trasse al suo cantar le 
fere, 

E servo fe’ I’lnferno a sue pre- 
ghiere, 

Gloria immortal di Pindo e d’Eli- 
cona. 

Or mentre i canti alterno or lieti, or 
mesti, 

Non si mova augellin fra queste 
piante, 

Ne s oda in queste rive onda so- 
nante, 

Ed ogni auretta in suo cammin 
s’arresti. 


A longing spurs me hither to tell 
you of Orpheus, 

Who attracted the beasts with his 
song. 

And made Hades a slave to his 
prayers. 

Immortal glory of Pindus and of 
Helicon. 

Now as I vary the songs, now gay, 
now sad. 

Let no bird stir among this foliage. 

Nor let any wave resound on these 
banks. 

And let every breeze stop in its 
path. 


Tian.slation adapted from that accompanying the Musical Heritage Society recording of 
the opera (MHS 939-41), copyright © 1968 Accademia Monteverdiana. 


47 

Basso Continuo and Figured Bass 


The popularity of the recitative and the solo song gave rise to a new way of writ¬ 
ing music down: only the melodic line and the bass of the accompaniment were 
notated, the harmonic filler being indicated in a numerical shorthand. This tex¬ 
ture was known variously as basso continuo, thorough bass, etc. It remained a stan¬ 
dard practice for about a century and a half, roughly the period now designated as 
the Baroque (sometimes referred to, as a matter of fact, as the ‘‘age of the thor¬ 
ough bass”). One of the earliest descriptions of the basso continuo occurs in a 
treatise by the Italian church musician Agostino Agazzari (1578-1640), entitled 
Del sonare sopra il basso con tutti li stromenti ... (Siena, 1607). 

Since the true style of expressing the words has at last been found, 
namely, by reproducing their sense in the best manner possible, which 
succeeds best with a single voice (or no more than a few), as in the mod¬ 
ern airs by various able men, and as is the constant practice at Rome in 
concerted music, I say that it is not necessary to make a score or tablature 
for the organ. A Bass, with its signs for the harmonies, is enough. But if 
some one were to tell me that, for playing the old works, full of fugues 
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and counterpoints, a Bass is not enough, my answer is that vocal works of 
this kind are no longer in use. 

By the use of this method, the organist is freed from that difficult and 
tiresome thing, the score, which is indeed a frequent source of mistakes, 
the eye and mind being so overburdened with following the many parts 
(especially when on occasion one has to make music on the spur of the 
moment). And without it, in order to furnish the music for a single year’s 
services, the organist would need a larger library than a Doctor of Laws. 
Wherefore there is abundant reason for the introduction of such a Bass, 
after the fashion described above; and, in conclusion, there is no neces¬ 
sity for the player to cause all the parts to be heard as written, as long as 
he is playing merely to accompany singing. 

What was one man’s reasonable convenience was another’s impoverishment of 
skill. Adriano Banchieri, a church musician famous for his ribald madrigal come¬ 
dies, saw the use of the thorough bass as a threat to the organist’s musicianship 
and expressed himself scathingly on the subject in his Conclusioni nel stiono del- 
Vorgano (Bologna, 1609), a book that contains much valuable information on the 
place of the organ within the church service. Banchieri’s strictures were hardly 
enough to stem the tide, for the figured bass was in fact rooted in the very es¬ 
sence of the new style: the independence of harmony as a full-fledged element of 
music. And far from stifling improvisation, continuo practice actually liberated 
the accompanying musician to improvise over the bass line more freely than ever 
before. From now on, every performance of a Baroque composition contained an 
element of extemporization. 

Because it is easy to play from a Basso Continuo, many organists 
nowadays are highly successful in concerted playing. But in their great 
vanity on account of their sureness in playing with others, they give little 
thought to exerting themselves in improvisation and playing from score, 
whereas it is in this very domain that many a good man has made himself 
immortal. So that, in short, we shall soon have two classes of players; on 
the one hand Organists, that is to say, such as practice good playing from 
score and improvisation, and, on the other hand. Bassists who, over¬ 
come by sheer laziness, are content with simply playing the Bass. I do 
not mean to say that playing from a Basso Continuo is not useful, and is 
not easy, but I do say that every Organist ought to seek to play the Basso 
Continuo in accordance with sound rules. 

Frank T. Arnold, The Art of Accompaniment from a Thorough-Bass (London: Oxford Uni- 
versity Press, 1931), 73-74, 81. 
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From the Letters of Monteverdi 


We are indeed fortunate that over fifty letters survive from the greatest musical 
dramatist of the early Baroque. One of the most interesting is the rebuke Mon¬ 
teverdi sent Striggio (see p. 177) on receiving from him what he consid¬ 
ered to be an inadequate libretto. This summation of the aesthetics of early opera 
was based on a misunderstanding: what Striggio had sent was in fact a set of in- 
termedii, traditionally decorative and dramatically inconsequential. Once this 
had been cleared up, Monteverdi expressed his willingness to set the text to 
music (though his music, if it was in fact written, has not survived). But as long as 
he envisioned the work as an opera, Monteverdi insisted on a certain realism, a 
strong focus on human characters and emotions, and the opportunity to imitate 
speech tones. Only then could music and drama unite to achieve their first aim: 
to move the affections. 


Venice, 9 December 1616 
Most Illustrious Sir and Honorable Master: 

I greatly rejoiced at receiving, from Signor Carlo de Toni, your letter 
and little book containing the maritime fable of Thetis’ wedding. You 
write. Illustrious Sir, that you are sending it to me in order that I may 
view it diligently and write you my opinion of it afterwards, as it is to be 
set to music and used at the forthcoming wedding of His Serene 
Highness [Ferdinando Gonzaga of Mantua, for whose brother Orfeo 
(see p. 177) had been written. I, Illustrious Sir, having no other 
desire than to be of some seivice to His Serene Highness, shall answer 
first that I am ever ready to attend to anything His Serene Highness will 
deign to command me and always honored to receive without demur 
whatever His Highness will command. So that, should His Serene 
Highness approve this, it would in consequence be both very beautiful 
and much to my liking. But if you bid me speak, I will obey your orders 
with all respect and promptness, mindful that what I say is nothing, 
being a person of little worth in all things and a person who honors all 
virtue, especially that of the present poet whose name I do not know, 
and the more so as poetry is not my profession. I would say with all re¬ 
spect, in order to obey you since you so command, I would say, then, first 
and generally, that a proper imitation of the speech ought in my judg¬ 
ment to rest upon wind instruments rather than delicate stringed in¬ 
struments, since I should think that the Tritons’ and other sea-gods’ har¬ 
monies belonged to trombones and cornetts, and not to citterns or harp¬ 
sichords and harps. For this performance, being a maritime one, is in 
consequence outside the city; and Plato teaches that “the cithara must 
be in the city, and the aulos in the fields. ” So that either we use delicate 
sounds that will be inappropriate, or appropriate sounds that will be in- 
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delicate. Besides, I see the speakers are to be winds, Cupids, little Zeph- 
yis and Sirens, and many sopranos will be needed in consequence. To 
which moreover must be added that the winds are to sing. How, dear Sir, 
shall I be able to move the affections by their means! Arianna moved the 
audience because she was a woman, and Orfeo also moved them, being a 
man and not a wind. Music cannot imitate the undiscoverable speech of 
winds. The dances, further, which are scattered through this fable are 
not in a proper dancing meter. And I feel, in my rather deep ignorance, 
that the whole fable does not move me a whit; and I hardly understand it 
either, nor do I feel that it will inspire me, by a natural order, to a moving 
climax. Arianna inspired me to a true lament, and Orfeo to a true prayer, 
but I know not to what end this will inspire me. And so. Illustrious Sir, 
what can you expect the music to accomplish in it? 

Piero Wei.s.s (ed.), Letters of Composers Through Six Centuries (Philadelphia; Chilton 
Books, 1967), 36-38. 

Monteverdi’s first major court position was as musician to the dukes of Mantua, 
who treated him in a high-handed manner and summarily dismissed him in 1612. 
When, some years later, after his appointment to the Basilica of San Marco in 
Venice, Monteverdi was wooed by Mantua once more, the now securely es¬ 
tablished and successful Maestro delivered himself of the astonishing document 
given below. This letter, addressed again to Striggio, gives a revealing glimpse of 
an artist whose awareness of his own gifts emboldened him in his dealings with 
his social superiors. And nowhere do we get a more vivid and detailed picture of 
the patronage system in action. 


Venice, 13 March 1620 

I must tell Your Excellency that the singular honor His Highness has 
done me in making me this exceptionally gracious offer to return to his 
service has touched me and pleased me so much that I cannot find words 
to express my gratitude. The years of my youth that I spent in that Most 
Serene service have implanted in my heart sueh strong feelings of devo¬ 
tion, goodwill, and reverence towards that Most Serene house that I 
shall pray to God on its behalf as long as I live, and desire that it may 
enjoy the greatest prosperity that a devoted servant eould hope and wish 
for. And certainly if I had thoughts only for myself Your Excellency 
could rest assured that I should feel bound to return, if I could minister 
to His Highness’s commands without taking other matters into consider¬ 
ation. 

But there are two factors—one relating to this Most Serene Republic 
[of Venice], the other to my sons—that cause me to have second 
thoughts; perhaps you will allow me to say a little more about these two 
matters, for I know that I can count on Your Excellency’s kindness, and 
that wisdom and brotherly love are among your greatest qualities. I shall 
therefore ask Your Excellency to bear in mind that this Most Serene 
Republic, which has never given a salary of more than 200 ducats to any 
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of my predecessors—whether Adriano [Willaert], Cipriano [de Rore], 
Zarlino, or any other—gives me 400, a favor that I must not lightly set 
aside without taking it carefully into account; since, Excellent Sir, this 
Most Serene Signory does not make innovations without careful thought, 
I must regard this particular act of grace very favorably indeed. Nor, hav¬ 
ing done this, have they ever had second thoughts: indeed they have 
honored me further, in that they will accept no singer into the choir 
without first hearing the opinion of the maestro di cappella, nor accept 
organists or vice-maestri without the opinion and report of the maestro 
di cappella. There is no gentleman who does not esteem and honor me, 
and when I go and perform, whether church music or chamber music, I 
swear to Your Excellency that the whole city runs to listen. My position 
is the more agreeable also because the whole choir is under temporary 
appointment except the maestro di cappella: indeed it is up to him to ap¬ 
point and dismiss the singers and to grant leaves of absence or not; and if 
he does not go into the choir no one will say anything about it. His posi¬ 
tion is assured until he dies and is not affected by the death of the procu¬ 
rators or of the prince, provided he gives loyal and devoted service and 
not the opposite. If he does not go and collect his salary at the right time 
it is brought to his house. This is his basic income. There are also useful 
additional earnings outside St. Mark’s: I have been asked again and 
again by the wardens of the confraternities and earn 200 ducats a year, 
for anyone who wants the maestro di cappella to make music for them 
will pay 30, even 40, or as many as 50 ducats for two Vespers and a 
Mass and afterwards will also thank him very warmly. 

Now, Your Excellency, weigh against this in the balance of your fine 
judgment what you have offered me in His Highness’s name and see 
whether there are any genuine grounds for my moving or not. In the first 
place. Your Excellency, kindly consider the damage I would do to my 
reputation with these excellent gentlemen here and with His Highness 
the Doge himself if I decided to exchange my present income, assured 
for life, for that offered by the Mantuan treasury, which ceases with the 
prince’s death or his least displeasure; if I were to give up more than 450 
ducats (in Mantuan currency), which is what I receive from the Venetian 
treasury, in order to accept 300 in Mantua, what would not these 
gentlemen say about me, and with reason? It is true that on behalf of His 
Highness you add a further 150 scudi from land that would be my 
freehold. But to this I reply that His Highness cannot give me what is 
mine: there would not be 150 but rather 50, since His Highness already 
owes me the 100; so he should not take into account what I have earned 
in the past by great toil and sweat. There would therefore be 350 ducats 
altogether; here I earn 450, and 200 more on the side. 

So Your Excellency can see that people would undoubtedly speak 
very ill of me, especially as there are others—though I should not say 
so—who have hitherto been much more liberally rewarded than I have. 
How ashamed I should feel beside them to see them rewarded better 
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than me! Compare Venice! Your Excellency should also remember that 
His Highness made me a better offer, verbally through Signor Capa- 
gnolo, when I was staying in the latter’s house after Signor Sante’s death: 
this was a salary of 300 scudi from land, 200 of which were to be mine up 
to my death and 100 as a gift as payment of my annual rent. Then when I 
said I did not wish to have anything to do with the treasury he offered me 
a pension of 200 more, which came altogether to 600 Mantuan ducats. 
Now His Highness would like me to settle for so much less, as well as 
going to the treasurer every day to beg him to give me what is mine! As 
God sees me, I have never in my life suffered greater humiliation of the 
spirit than when, almost for the love of God, I had to go and beg the trea¬ 
surer for what was mine. I would rather go from door to door than submit 
again to such indignity. (I beg Your Excellency to forgive me if I speak 
freely and to be so kind, on this occasion, and for the love I bear you as 
your devoted servant, as to hear me out with your boundless humanity 
and not in your official capacity.) 

When the excellent procurator Signor Landi, together with the other 
excellent gentlemen, wished to increase my salary by 100 ducats he 
spoke as follows: “Excellent colleagues, he who desires an honorable 
servant must grant him an honorable contract.’’ So if the Duke wished 
me to come and live honorably it is only right that he should treat me 
likewise; if not, 1 beg him not to bother me, since, as Your Excellency 
well knows, I have acted honorably. 

I have said nothing of my sons. Yet Your Excellency, who is also the 
father of a family, knows very well how zealous a father has to be in desir¬ 
ing that honor for himself and for the household depending upon him 
which by the laws of nature he feels to be their due. 

My conclusion. Excellent Sir, is this. As for Glaudio, he is already in 
every way at His Highness’s beck and call. As for the above consider¬ 
ations, he cannot honorably change his situation unless it be for the bet¬ 
ter and thus feel entirely justified in leaving the service of these ex¬ 
cellent gentlemen. His Highness has the opportunity, now that the illus¬ 
trious Bishop of Mantua has passed to a better life, of satisfying Mon¬ 
teverdi with a pension and a little more land without exposing him to the 
repugnant practices of an unreliable treasury: in short, a pension of 400 
Mantuan sciidi and 300 from land would be little to His Highness, and to 
Glaudio a truly generous settlement. Perhaps Glaudio is asking the im¬ 
possible? He asks in fact for less than [the singers] Adriana and, possi¬ 
bly, Settimia used to get; he asks for what he is getting now. For it is 
my duty to leave a little something to my sons. If I were to leave something 
provided by the Most Serene house of Gonzaga it would be to their eter¬ 
nal honor, for they would have helped a long-serving employee not 
wholly despised by princes. And if this seems too much to His Highness, 
let him do me the honor of assigning me a little land so that I may have a 
little capital, since the 400 ducats I am getting now are in effect a pen¬ 
sion. In so doing. His Highness will have paid his servant; and if he will 
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deign to command him, he shall find that I will get up in the middle of 
the night the more expeditiously to carry out his orders. 

Please forgive me. Your Excellency, if I have written at too great a 
length. It only remains for me to thank Your Excellency with all my heart 
for the exceptional favor you did me in presenting my madrigals [Book 
VII] to Her Highness; I am sure that, since they were handed over by no 
less a person than Your Excellency, they will have been the more 
gratefully received. 

Denis Arnold and Nigel Fortune (eds.). The Monteverdi Companion (New York: W. W. 
Norton & Company, Inc., 1968), 52-56. Reprinted by permission of W. VV. Norton & Com¬ 
pany, Inc., and Faber and Faber Ltd. Copyright © 1968 by Denis Arnold. 
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Schiitz Recounts His Career 


With the publication of his third book of Symphoniae sacrae in 1651, Heinrich 
Schiitz (1585-1672) made this formal request to be relieved of his duties as chap¬ 
el musician to the Elector of Saxony. His career, as he relates it, reveals much 
about the musical climate of the early Baroque. Italy was regarded everywhere 
as the center and seat of musical innovation. Schiitz played a leading role in 
bringing the new styles pioneered by Gabrieli and Monteverdi to northern 
Europe. 

With the present most submissive tribute of my little work, now 
brought out under Your Highness’ exalted name, I am prompted to touch 
somewhat upon the rather toilsome life I have led from youth until now. 
I beg with deep devotion that Your Highness will not be wholly undis¬ 
posed to receive this letter with favor and to examine it at your leisure. 

Not long after I had come into this World (in the year 1585, on St. 
Burckhard’s day), indeed already in my thirteenth year, I left my late 
parents’ house in Weissenfels and have always lived abroad from that 
time forward. First, I served for several years as chorister at the Court 
Chapel of my Lord the Landgrave Moritz in Cassel, but was kept at 
School and brought up to learn Latin and other tongues as well as Music. 

And as it was never my late parents’ wish that I should make music 
my profession then or later, I betook myself at their prompting to the 
University of Marburg after I had lost my treble voice, my intention 
being to pursue, besides music, those other studies in which I had made 
a beginning, pick a definite profession, and afterwards gain in it an hon¬ 
orable station. But this purpose of mine was soon unsettled (doubtless 
through the will of God), for my Lord the Landgrave Moritz came to Mar- 
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burg one day (he may perhaps have observed, while I was employed as 
chorister at his court, that nature had endowed me with some aptitude 
for music) and recommended to me the following course of action: since 
at that time a very famous if elderly musician and composer [Giovanni 
Gabrieli] was still alive in Italy, I was not to miss the opportunity of 
hearing him and gaining some knowledge from him. And the aforemen¬ 
tioned Princely Highness ordered that a yearly stipend of 200 thalers be 
presented to me for the journey. Then (being a young man, and eager to 
see the world besides) I quite willingly accepted the recommendation 
with submissive gratitude, whereupon I set out for Venice in the year 
1609, against my parents’ wishes. On my arrival (and after I had stayed 
with my master for a while), I soon observed the weightiness and dif¬ 
ficulty of the study which I was undertaking in composition, and how un¬ 
founded and poor a beginning I had made in it till then; and I repented 
very much, therefore, that I had turned away from those studies which 
are common at the German universities and in which I had already made 
some progress. Nevertheless, I resigned myself to be patient and to 
apply myself to the task that had brought me there. Wherefore I put aside 
all my previous studies from then on and studied only music with all 
possible diligence, to see how far I might succeed in it. Then with God’s 
help I made such progress in it, in all modesty, that three [actually two] 
years after (and one year before I returned from Italy) I had my first small 
musical work [a book of madrigals] printed there in the Italian tongue, 
to the particular acclaim of the most distinguished musicians then at 
Venice, and sent it thence to my Lord the Landgrave Moritz (to whom I 
also dedicated it in submissive gratitude). Having published my 
aforesaid first small work, I was exhorted and encouraged not only by my 
preceptor Gabrieli, but also by the other most distinguished musicians 
there, to persevere in the study of music, for I should enjoy excellent 
successes therein. And as I remained one more year after this (although 
at my parents’ expense) in order to learn somewhat more from these 
studies, it happened that my above-mentioned preceptor died in Venice, 
whom I accompanied to his place of rest. On his deathbed, he had ar¬ 
ranged out of special affection that I should receive one of the rings he 
left behind as a remembrance of him; this was indeed presented and 
handed to me after his death by his Father Gonfessor, an Augustinian 
monk (from the cloister at which Dr. Luther once sojourned). The grant I 
had received from my Lord the Landgrave Moritz in Marburg was ended, 
for whoever wished to learn from that supremely gifted man might not 
absent himself longer than I had. 

Now when I left Italy for the first time in the year 1613 and returned 
to Germany, I privately resolved to hold back for a few years the good 
musical foundations I had by then acquired and hide them until I should 
have schooled them somewhat further, whereupon I could bring honor 
upon myself through the publication of a meritorious work. Now, too, I 
did not lack for counsel and inducement from my parents and kinsfolk 
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whose opinion, briefly, was that I should endeavor to use my qualities, 
slight as they were, and seek advancement by other means, and treat 
music as a secondary matter. At length I was prevailed upon to heed 
their repeated, ceaseless admonitions and was on the point of seeking 
out the books I had previously put aside. But as God the Almighty or¬ 
dained (who without doubt had set me apart from birth for the profession 
of music), I was engaged to come here to Dresden and serve at the im¬ 
pending Princely baptism of my Lord and Duke August, the present ad¬ 
ministrator of the Magdeburg Archbishopric, in the year 1614. And hav¬ 
ing come here and undergone an examination, 1 was forthwith most 
graciously offered the direction of your music in Your Highness’ name. 
Whereupon my parents and kinsfolk, and 1 too, felt the presence of the 
unalterable will of God; and so my wandering was at an end. And 1 was 
prompted not to reject the honorable condition 1 had been offered but to 
accept it with most submissive gratitude and to vow 1 would take charge 
of the direction with all the diligence at my disposal. Your Highness 
will, 1 hope, recollect in some measure what my slight, yet not careless, 
functions have been since the year 1615, that is, for over 35 years. And 1 
do indeed praise the charity and mercy God has shown me so far in that, 
besides my private studies and the publication of various musical works, 
I have waited most submissively on Your Highness from the beginning 
of my direction at many and sundry solemnities which have occurred the 
while, such as imperial, royal, electoral, and princely meetings at home 
and abroad, but more especially your own beloved children’s weddings 
one and all, no less than their Ghristian baptisms. Now 1 most heartily 
wish that 1 could continue having charge over Your Highness’ court 
chapel in the manner practiced by me until now; but 1 cannot by any 
means trust myself or venture to serve it fittingly any longer, nor uphold 
at my present age the rather good name 1 gained in younger years: not 
only because of the ceaseless studying, traveling, writing, and other con¬ 
stant labors in which I have, in all modesty, been engaged since youth, 
but also because old age has now come upon me, and my sight and vital 
strength have waned. 

For as my strength declines still further, it may befall me as it did a 
not badly qualified old cantor living in a noted place. I knew him well, 
and he wrote to me over a period of time and complained bitterly that his 
young town councilors were most displeased with the antiquated style of 
his music, and would, therefore, gladly be rid of him; that therefore they 
had explicitly told him to his face, at the Town Hall, that a Thirty Years’ 
Tailor and a Thirty Years’ Gantor were quite useless in this world 
[Schiitz makes sardonic reference to the Thirty Years’ War, which had 
ended three years previously], for it cannot but be that the young world 
tends soon to tire of the old customs and fashions, and to change them. 

Piero Weiss (ed.), Letters of Composers Tlirouf’h Six Centuries (Philadelphia: Chilton 
Books, 1967), 46-51. 
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The Doctrine of Figures 


It remained for the Germans to classify and codify the principles the Italian 
musicians of the early Baroque had worked out more or less by instinct. Below 
we give a synthesis of three treatises by Christoph Bernhard (1627-92), a pupil of 
Heinrich Schiitz, who no doubt incorporated into his writings a great deal of his 
master’s teaching. Musical “figures” are equated with figures of speech, to be 
learned by musicians as the latter were learned by orators. By reducing the 
devices of the seconda prattica to a set of ordered principles, theorists like 
Bernhard gave them the justification they needed to match the prestige of the 
First Practice (which Bernhard calls the stylus gravis), i.e. Renaissance 
polyphony. Bernhard is at pains, moreover, to point out that the Second Practice 
was not a revolt against the first, but an outgrowth of it. His approach of finding 
the underlying counterpoint behind the modern surface has suggested fruitful 
analytical methods in our own time (e.g. that of Heinrich Schenker). Bernhard’s 
advice to performers, which might as well have been addressed to actors as to 
musicians, is reminiscent at times of Zarlino’s (see above, p. 127) and retains its 
validity to this day. 

Composers of the most recent period have begun to set things down 
that were unknown to men of former times, and which have seemed 
unacceptable to the unenlightened, but charming to good ears and to 
professionals. The result is that the art of music has attained such a 
height in our own day that it may indeed be compared to rhetoric, in 
view of the multitude of figures, particularly in the newly founded and 
ever more elaborate style of vocal music. Such figures and works, howev¬ 
er, have the old masters as their foundation, and what cannot be justified 
through them must rightly be weeded out of composition as an abomina¬ 
tion. 

Since language is the absolute master of music in this style, just as 
music is the master of language in the stylus gravis, this general rule 
follows: that one should represent speech in the most natural way possi¬ 
ble. One should set joyful things joyfully, sorrowful things sorrowfully, 
swift things swiftly, slow things slowly. In particular, that which is 
heightened in ordinary speech should be set high, that which passes 
unemphasized set low. Questions, according to common usage, are 
ended a step higher than the penultimate syllable. Textual repetition 
should be employed either not at all, or just in those places where ele¬ 
gance permits. Musical repetition, on the other hand, occurs when two 
successive utterances are similar in subject matter. Musical repetition a 
step higher [that is, sequence] occurs in connection with two or more 
successive questions, when their words correspond in subject matter, 
and when the last seems to be more forceful than the first. 
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The figures belonging to this style include the following: 

Extension: the rather sizable lengthening of a dissonance. 

Ellipsis: the suppression of a normally required consonance. 

Tearing off (abruptio): this occurs when, in place of a consonance an¬ 
ticipated as a necessary resolution of a dissonance, the vocal line is 
either ruptured or broken off altogether. 

Performance in this style requires an adequate understanding of the 
text. Accordingly it is to be deplored that only a few singers concern 
themselves with a proper and solid grounding in Latin and Italian—two 
languages which, besides their mother tongue, all singers ought to un¬ 
derstand passably, if not indeed to speak well. The anger of learned lis¬ 
teners is all too frequently aroused by singers who apply passage-work to 
a word like “confirmation,” or place an ascending run on one like 
“abyss,” thus exposing their ignorance to the light of day. 

The words, once understood, suggest what affections, occurring 
therein, should be elicited. The noblest affections that can be 
represented in music are Joy, Sorrow, Anger, Contentment, and the like. 
In Joy, Anger, and similarly strong affections, the voice must be strong, 
valiant, and hearty. Notes must not be decorated in special ways; rather, 
they should more frequently be sung as written, for any further applica¬ 
tion of embellishment would sound somewhat more melancholy than 
these affections require. On the other hand, for sorrowful, gentle, and 
like words, it is better to employ a milder, softer voice, to slur and slide 
between the notes, and to employ frequently the refinements of em¬ 
bellishment. For this type of affection one should also choose a slower 
tempo, for the other a quicker one. A good singer will derive further 
rules through his own judgment and from the example of other singers. 

Finally, one must know those pitfalls which a good singer and sophis¬ 
ticated musician, familiar with the qualitative and quantitative proper¬ 
ties of sound, can avoid: a singer should not raise his voice when the af¬ 
fection is one of humility or love; nor let it fall several tones when anger 
is to be shown. In the recitative style, one should take care that the voice 
be raised in moments of anger, and to the contrary dropped in moments 
of grief. Pain makes it pause; impatience hastens it. Happiness enlivens 
it. Desire emboldens it. Love renders it alert. Bashfulness holds it back. 
Hope strengthens it. Despair diminishes it. Fear keeps it down. Danger 
is fled with screams. If, however, a person faces up to danger, then his 
voice must reflect his daring and bravery. To conclude, a singer should not 
sing through his nose. He must not stammer, lest he be incomprehensi¬ 
ble. He must not push with his tongue or lisp, else one will hardly un¬ 
derstand half of what he says. He also should not clench his teeth, nor 
open his mouth too wide, nor stretch his tongue out over his lips, nor 
thrust his lips upward, nor distort his mouth, nor disfigure his cheeks 
and nose like the long-tailed monkey, nor crumple his eyebrows 
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together, nor wrinkle his forehead, nor roll his head or the eyes therein 
round and round, nor wink with the same, nor tremble with his lips, 
etc. 


The Treatises of Christoph Bernhard, trans. Walter Hilse, The Music Forum, III (New 
\ork: Columbia University Press, 1973), 21, 24, 90-91, 110-15. Reprinted by permission. 
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Music and Scientific Empiricism 


To the subjective and sense-oriented Renaissance attitude towards music, Ba¬ 
roque thinkers added the emphasis on natural observation and experiment that 
characterized what scientists like to refer to as the '‘early modern’’ period. Sound 
and its effects were regarded not merely as the embodiment of numerical 
“truths” in the spirit of medieval rationalism, but as a phenomenon of nature to 
be investigated both in and of itself and in relation to the hearer (whose re¬ 
sponses were also governed by natural law). As Rene Descartes put it in his Com¬ 
pendium musicae of 1618: “The basis of music is sound; its aim is to please and 
to arouse the affections. The means to this end, i.e., the attributes of sound, are 
principally two: namely, its differences of duration or time, and its differences of 
tension from high to low. The quality of tone itself (from what body and by what 
means it emanates in the most pleasing manner) is in the domain of the physi¬ 
cist.” The result of this new objectivity about sound and music was, in the first 
place, the increasing rejection of Platonic musical ethics, as here, with fine sar¬ 
casm, by Milton in his treatise on the freedom of the press {Areopagitica, 1644). 

If we think to regulate Printing, thereby to rectify manners, we must 
regulate all recreations and pastimes, all that is delightful to man. No 
musick must be heard, no song be set or sung, but what is grave and 
Dorick. There must be licensing dancers, that no gesture, motion, or 
deportment be taught our youth but what by their allowance shall be 
thought honest; for such Plato was provided of. It will ask more than the 
work of twenty licensers to examine all the lutes, the violins, and the gui¬ 
tars in every house; they must not be suffered to prattle as they do, but 
must be licensed what they may say. And who shall silence all the airs 
and madrigals that whisper softness in chambers? The windows also, 
and the Balconies must be thought on; there are shrewd books with dan¬ 
gerous Frontispieces set to sale; who shall prohibit them? Shall twenty 
licensers? The villages also must have their visitors to inquire what lec¬ 
tures the bagpipe and the rebeck reads, even to the balladry and the 
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gamut of every municipal fiddler. To sequester out of the world into 
Atlantick and Eutopian polities, which never can be drawn into use, will 
not mend our condition; but to ordain wisely as in this world of evil, in 
the midst whereof God hath placed us unavoidably. 

Sir Arthur Quiller-Couch (ed.), The Oxford Book of English Prose (Oxford; Oxford Univer¬ 
sity Press, 1925), 225. 

Sijlva si/lvanim (1626) by Francis Bacon, the father of modern science, contains a 
fascinating section entitled “Experiments in consort touching music,” wherein 
the properties of sound are thoroughly investigated, at times with an eye towards 
practical application, at others in a spirit of creative and curious play. What is par¬ 
ticularly interesting is that Bacon’s “scientific” approach leads him directly to 
the association of music with rhetoric, to which the practical musicians of the 
time were led by an altogether different path. 

Music, in the practice, hath been well pursued, and in good variety; but 
in the theory, and especially in the yielding of the causes of the practice, 
very weakly; being reduced into certain mystical subtilities of no use 
and not much truth. We shall, therefore, after our manner, join the con¬ 
templative and active part together. 

[101.] All sounds are either musical sounds, which we call tones; 
whereunto there may be an harmony; which sounds are ever equal; as 
singing, the sounds of stringed and wind instruments, the ringing of 
bells, etc. or immusical sounds, whicb are ever unequal; such as are the 
voice in speaking, all whisperings, all voices of beasts and birds, except 
they be singing birds, all percussions of stones, wood, parcbment, skins, 
as in drums, and infinite others. 

[111.] The causes of that which is pleasing or ingrate to the hearing, 
may receive light by that which is pleasing or ingrate to the sight. There 
be two things pleasing to the sight, leaving pictures and shapes aside, 
which are but secondary objects; and please or displease but in memory; 
these two are colors and order. The pleasing of color symbolizeth with 
the pleasing of any single tone to the ear; but the pleasing of order doth 
symbolize with harmony. And therefore we see in garden-knots, and the 
frets of houses, and all equal and well answering figures, as globes, pyra¬ 
mids, cones, cylinders, etc. how they please: whereas unequal figures 
are but deformities. And both these pleasures, that of the eye, and that of 
the ear, are but the effects of equality, good proportion, or corre¬ 
spondence; so that, out of question, equality and correspondence are the 
causes of harmony. But to find the proportion of that correspondence, is 
more abstruse; whereof notwithstanding we shall speak somewhat, 
when we handle tones in the general enquiry of sounds, 

[ 112.] Tones are not so apt altogether to procure sleep, as some other 
sounds; as the wind, the purling of water, humming of bees, a sweet 
voice of one that readeth, etc. The cause whereof is, for that tones. 
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because they are equal and slide not, do more strike and erect the sense 
than the other. And overmuch attention hindreth sleep. 

[113.] There be in music, certain figures or tropes, almost agreeing 
with the figures of rhetoric, and with the affections of the mind, and other 
senses. First, the division and quavering, which please so much in 
music, have an agreement with the glittering of light; as the moon¬ 
beams playing upon a wave. Again, the falling from a discord to a con¬ 
cord, which maketh great sweetness in music, hath an agreement with 
the affections, which are reintegrated to the better, after some dislikes: it 
agreeth, also with the taste, which is soon glutted with that which is 
sweet alone. The sliding from the close or cadence, hath an agreement 
with the figure in rhetoric, which they call praeter expectatum [con¬ 
trary to expectation]; for there is a pleasure even in being deceived. 
The reports, and fugues, have an agreement with the figures in rhetoric, 
of repetition and traduction. The triplas, and changing of times, have an 
agreement with the changes of motions; as when galliard time, and 
measured time, are in the medley of one dance. 


Experiments in Consort Touching the Magnitude 
and Exility and Damps of Sounds. 

[151.] I remember in Trinity College in Cambridge, there was an 
upper chamber, which being thought weak in the roof of it, was sup¬ 
ported by a pillar of iron of the bigness of one’s arm in the midst of the 
chamber; which if you had struck, it would make a little flat noise in the 
room where it was struck, but it would make a great bomb in the 
chamber beneath. 

[159.] Trial was made in a recorder after these several manners. The 
bottom of it was set against the palm of the hand; stopped with wax 
round about; set against a damask cushion; thrust into sand; into ashes; 
into water, half an inch under the water; close to the bottom of a silver 
bason; and still the tone remained: but the bottom of it was set against a 
woollen carpet; a lining of plush; a lock of wool, though loosely put in; 
against snow; and the sound of it was quite deadened, and but breath. 

[161.] Let there be a recorder made with two fipples, at each end 
one; the trunk of it of the length of two recorders, and the holes answer- 
able towards each end; and let two play the same lesson upon it at an 
unison; and let it be noted whether the sound be confounded, or 
amplified, or dulled. So likewise let a cross be made of two trunks hollow 
throughout; and let two speak, or sing, the one longways, the other 
traverse: and let two hear at the opposite ends; and note whether the 
sound be confounded, amplified, or dulled. Which two instances will 
also give light to the mixture of sounds, whereof we shall speak 
hereafter. 
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Experiment in Consort Touching Melioration of Sounds. 

[231.] In frosty weather, music within doors soundeth better. Which 
may be by reason not of the disposition of the air, but of the wood or 
string of the instrument, which is made more crisp, and so more porous 
and hollow: and we see that old lutes sound better than new for the same 
reason. And so do lute-strings that have been kept long. 

[232.] Sound is likewise meliorated by the mingling of open air with 
pent air; therefore trial may be made of a lute or viol with a double belly; 
marking another belly with a knot over the strings; yet so, as there be 
room enough for the strings, and room enough to play below that belly. 
Trial may be made also of an Irish harp, with a concave on both sides; 
whereas it useth to have it but on one side. The doubt may be, lest it 
should make too much resounding; whereby one note would overtake 
another. 

[233.] If you sing in the hole of a drum, it maketh the singing more 
sweet. And so I conceive it would, if it were a song in parts sung into sev¬ 
eral drums; and for handsomeness and strangeness sake, it would not be 
amiss to have a curtain between the place where the drums are and the 
hearers. 


Experiments in Consort Touching the Sympathy 
or Antipathy of Sounds One With Another. 

[278.] All concords and discords of music are, no doubt, sympathies 
and antipathies of sound. And so, likewise, in that music which we call 
broken music or consort music, some consorts of instruments are sweeter 
than others, a thing not sufficiently yet observed: as the Irish harp and 
bass viol agree well: the recorder and stringed music agree well: organs 
and the voice agree well, etc. But the virginals and the lute; or the Welsh 
harp and Irish harp; or the voice and pipes alone, agree not so well; but 
for the melioration of music, there is yet much left, in this point of 
exquisite consorts, to try and inquire. 

[279.] There is a common observation, that if a lute or viol be laid 
upon the back, with a small straw upon one of the strings, and another 
lute or viol be laid by it; and in the other lute or viol the unison to that 
string be struck, it will make the string move; which will appear both to 
the eye and by the straw’s falling off. The like will be, if the diapason or 
eighth [i.e., octave] to that string be struck, either in the same lute or 
viol, or in others lying by; but in none of these there is any report of 
sound that can be discerned, but only motion. 

[280.] It was devised, that a viol should have a lay of wire-stiings 
below, as close to the belly as a lute; and then the strings of guts 
mounted upon a bridge as in ordinary viols; to the end that by this means 
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the upper strings struck, should make the lower resound by sympathy, 
and so make the music the better; which if it be to purpose, then sympa¬ 
thy worketh as well by report of sound as by motion. But this device I 
conceive to be of no use [n.b.: "partials” were not discovered until 
c. 1700 (see p. 220)], because the upper strings, which are stopped in 
great variety, cannot maintain a diapason or unison with the lower, 
which are never stopped. But if it should be of use at all, it must be in 
instruments which have no stops, as virginals and harps; wherein trial 
may be made of two rows of strings, distant the one from the other. 


Experiments in Consort Touching the Spiritual 
and Fine Nature of Sounds. 

[289.] All sounds are suddenly made, and do suddenly perish: but 
neither that, nor the exquisite differences of them, is matter of so great 
admiration: for the quaverings and warblings in lutes and pipes are as 
swift; and the tongue, which is no very fine instrument, doth in speech 
make no fewer motions than there be letters in all the words which are 
uttered. But that sounds should not only be so speedily generated, but 
carried so far every way in such a momentary time, deserveth more ad¬ 
miration. As for example, if a man stand in the middle of a field and speak 
aloud, he shall be heard a furlong in a round; and that shall be in articu¬ 
late sounds; and those shall be entire in every little portion of the air; 
and this shall be done in the space of less than a minute. 

[290.] The sudden generation and perishing of the sounds, must be 
one of these two ways. Either that the air suffereth some force by sound, 
and then restoreth itself as water doth; which being divided, maketh 
many circles, till it restore itself to the natural consistence: or otherwise, 
that the air doth willingly imbibe the sound as grateful, but cannot main¬ 
tain it; for that the air hath, as it should seem, a secret and hidden appe¬ 
tite of receiving the sound at the first; but then other gross and more ma- 
teriate qualities of the air straightways suffocate it; like unto flame, 
which is generated with alacrity, but straight quenched by the enmity of 
the air or other ambient bodies. 

There be these differences, in general, by which sounds are divided: 
1. Musical, immusical. 2. Treble, base. 3. Flat, sharp. 4. Soft, loud. 5. 
Exterior, interior. 6. Clean, harsh or purling. 7. Articulate, inarticulate. 

The Works of Francis Bacon, I (London, 1805), paragraphs as indicated. 
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Music in the Churches of Rome, 1639 


Andre Maugars was a French viol player attached to the court of Louis XIII. He 
was also secretary to Cardinal Richelieu and thereby became involved in many 
court intrigues. As the result of one of these he found himself banished to Italy 
fora time. To this circumstance we owe one of the most complete and authorita¬ 
tive descriptions we possess of seventeenth-century music making, Maugars’s 
well-known letter on music in Italy, from which we present some sizable extracts 
below. Maugars touches on many topics of interest. First we have an admiring 
description by an outsider of the secondo prattica. From there Maugars moves 
on to a vivid description of polychoral singing at its most impressive, and, most 
interesting of all, of the early oratorio, in which the recitative style was applied to 
sacred subjects. A glimpse of Frescobaldi at the organ is followed by Maugars s 
not overly modest report of his own conquest of musical Rome with a dazzling 
display of virtuosity on the viol extemporized over a ground bass. This was in¬ 
strumental music at its most characteristic in the seventeenth century: like jazz 
musicians, instrumentalists were mainly improvisers who based their flights of 
fancy on the “standards”—favorite tunes—of the day. What emerges from all of 
these vignettes with greatest force is that the Roman churches acted as a musical 
focal point. One went to church in seventeenth-century Rome much as one goes 
to a concert today, and it was in these public churcb performances that our mod¬ 
ern concert life was first prefigured. 

First of all, I find that Italian church music has much more art, learn¬ 
ing, and variety than ours; but also more freedom. Speaking for myself, 
since I cannot find fault with this freedom when it is practiced with 
discretion and with a skill that carries the senses along unawares, I am, 
therefore, unable to approve of the stubbornness of our [French] com¬ 
posers, who remain too strictly enclosed in pedantic categories, and who 
would think themselves guilty of errors against the rules of the art if they 
were to write two fifths in succession, or if they departed the least bit 
from their modes. It is surely in these pleasing departures that all the 
secret of the art lies, music having its figures of speech as well as rheto¬ 
ric, which tend, all of them, only towards charming and beguiling the 
hearer without his knowing how. Really, it isn’t necessary to be so 
wrapped up in the rigid observance of these rules that we ruin the 
proper development of a fugue or the beauty of an air, for these rules 
were invented only to hold young learners in check and to keep them 
from throwing olf restraints before attaining the age of discretion. That is 
why a man of good judgment, once he has perfect knowledge of his craft, 
is not condemned by an irrevocable sentence to remain forever in these 
narrow prisons. He may skillfully take flight, carried along in some fair 
pursuit by his fancy, and as the force of the words or the beauty of the 
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vocal lines may prompt. And since the Italians are much more refined 
than we are in music, they scofF at our adherence to the rules, and thus 
they compose their motets with more art, more knowledge, more variety, 
and more charm. 

They never sing the same motets twice, although hardly a day goes 
by without a celebration in some church with its attendant presentation 
of some good musical composition. The result is that one is certain to 
hear a new composition every day. That is the most pleasant pastime I 
have in Rome. 

I will give you a description of the very excellent concert I heard in 
Rome on the eve and feast of St. Dominick, in the church of Santa Maria 
on the ruins of Minerva [Rome’s only Gothic church]. This church is 
rather long and capacious, and in it there are two great organs built on ei¬ 
ther side of the main altar, where two choirs had been placed. Along the 
nave there were eight more choirs, four on each side, placed on scaffold¬ 
ing eight or nine feet high, equidistant from each other and all in view of 
each other. With each choir there was a portative organ, as is their cus¬ 
tom. You mustn’t be surprised at this, for there are more than two 
hundred of them in Rome, whereas in Paris one would hardly be able to 
find two at the same pitch and tuning. The master composer gave the 
main beat in the first choir, made up of the most beautiful voices. In each 
of the others there was a man who did nothing but watch this original 
beat so as to conform to it with his own; the result was that all the choirs 
sang to the same beat, without dragging. The counterpoint of the music 
was elaborate, full of beautiful melodic lines and many pleasing solo 
passages. At times a soprano of the first choir would have a solo, then one 
in the third, the fourth, and tenth would answer. At other times two, 
three, four, and five voices of different choirs would sing together, or the 
combined sections of all the choirs, each in its turn, would have a solo in 
rivalry with the other sections. Now two choirs would contend with each 
other, then two others would answer. Or three to five choirs would sing 
together, then one to five voices alone. At the Gloria Patri, all ten choirs 
resumed singing together. I must confess to you that I have never experi¬ 
enced such rapture, especially in the Hymn and in the Prose, where the 
master ordinarily tries to do his best, and where I did indeed hear per¬ 
fectly beautiful melodies, cunningly contrived variations, excellent bits 
of invention, and very charmingly varied rhythms. At the antiphons 
there were again very good instrumental pieces scored for one to three 
violins with organ, or for several archlutes playing certain tunes in dance 
tempo and antiphonally. 

But there is another sort of music which is not practiced in France, 
and which for that reason deserves a special description. This is called 
the recitative style. The best that I have heard was at the Oratory of San 
Marcello, where there is a congregation of Brothers of the Holy Gross 
made up of the greatest nobles of Rome, who, consequently, are able to 
bring together the best that Italy produces. And indeed, the most ex- 
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cellent inusiciaiis take pride in being there, and the most skilled eoin- 
posers vie for the honor of ha\'ing their compositions heard there and try 
to offer the best fruits of their labors. 

This admirable and delightful music is presented only on Fridays in 
Lent, from three to si.\ o’clock. The church, smaller than the Sainte- 
Chapelle in Paris, has a spacious roof-loft at the end with an organ of 
moderate size, quite mellow in sound and suitable for voices. On the 
sides of the church, there are two other small galleries, where the best 
instrumentalists were placed. The singers begin with a psalm motet, and 
then the players of instruments furnish a very good symphony. Then is 
sung a story from the Old Testament, in the form of a religious drama, 
such as that of Susanna, Judith and Holofernes. or Da\’id and Goliath. 
Each soloist represents a character in the story and gives perfect e.xpres- 
sion to the force of the words. Ne.xt one of the most famous preachers 
deli\’ers the sermon, after which is sung the gospel of the day, such as 
the stor\’ of the good Samaritan, the Canaanite woman, Lirzarus, Mary 
Magdalen, or the passion of Our Lord, with the soloists portraying to per¬ 
fection the various roles contained in the gospel passage. I cannot praise 
highly enough this recitative music; one has to have heard it in this set¬ 
ting to be able to appreciate its merit. 

Most impressive of all was the great Frescobaldi displaying a 
thousand kinds of inventions on his harpsichord while the organ stuck to 
the main tune. It is not without justification that this famous organist of 
Saint Peter’s has won so great a reputation in Europe; for, although his 
printed works give sufficient evidence of his skill, still, to get a true idea 
of his deep knowledge, one must hear him improvise toccatas full of ad¬ 
mirable refinements and inventions. That is why he deserves to be held 
up as a model to our organists, to make them wish to come to Rome to 
hear him. 

It was in the talented household of the singer Leonora Baroni that I 
was first obliged to display in Rome the talent which it has pleased God 
to give me, in the presence of ten or twelve of the most intelligent peo¬ 
ple in all Italy. They listened attentively and made a few flattering 
remarks, not untinged with jealous>'. To test me further, they had Si¬ 
gnora Leonora keep my viol and ask me to return the following day, which 
I did; and ha\'ing been informed b\' a friend that they said that I did very 
well with artistically worked-out pieces, I gave them so many preludes 
and lantasies [i.e., improvisations] on this second occasion that they 
thought more highly of me than the> had on the first. Afterwards. I was 
visited by curious gentlefolk, my viol being unwilling to leave my room 
except in deference to the purple, which it has been accustomed to obey 
for so many years. After winning the esteem of society people. I still had 
some distance to go before obtaining that of the professionals, who were 
a bit jaded and much too reluctant to give any praise to foreigners. They 
admitted, I was told, that I plax ed solos \ ery well, and that they had 
never heard so man\' parts played on the \ iol, but the\' doubted that I. 
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being French, was able to improvise on a theme. You know, sir, that this 
is not where I shine the least. These very words having been said to me 
in the French Church on the eve of Saint Louis when I was attending an 
excellent concert given there, I resolved the next morning, inspired by 
the holy name of Louis, by the honor of our nation, and by the presence 
of twenty-three cardinals who attended the Mass, to go up into a gallery, 
where, having been received with applause, I was given fifteen or 
twenty notes on a little organ, jxfter the third Kyrie Eleison, and I 
improvised on them with so much variety that they were quite happy, 
and had the cardinals ask me to play again after the Agnus Dei. I thought 
myself quite fortunate to be able to do so eminent a company such a 
small favor; they sent me another theme, gayer than the first, which I 
varied with so much imagination and with so many different rhythms 
and tempi that they were quite astonished, and came immediately to 
compliment me, but I withdrew to my room to rest. 

This deed won me the highest honor I could have received; for the 
report of it, having spread throughout Rome, came as far as the ears of 
His Holiness, who did me the special favor a few days later of sending 
for me, and said to me, among other things, “We have heard that you 
have a special talent and we would like to hear you.” I will not tell you 
here how happy His Holiness showed himself to be after having done 
me the honor of listening to me for more than two hours; some day you 
will see people worthy of being believed, and they will give you a full 
account of it. 

Andre Maugars, Re.siion.se faite a un curieux .sur le .sentiment de la mu.sique d’ltalie, escrite 
(I Rome le premier Octobre 1639, tr£ins. Walter H. Bishop, journo/ of the Viola da Gamha 
Society of America, VIII (1971), 5-17. Reprinted by permission of Efrim Fruchtman, edi¬ 
tor. 
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Music under the Sun King 


During the seventeenth century, which the French still call their “grand 
siecle,” music attended the French kings everywhere. They rose in the morn¬ 
ing to the sound of the oboes and brasses of the Great Stable (Grande Ecurie), 
they danced to the music of their famous “twenty-four violins” (also known as 
the Grande Bande), and were regaled at meals by a smaller band of fiddlers, 
known as the Petits Violons. In the Royal Ghapel they heard the crowning 
musical expressions of their majesty and power; the grands motets, often sung 
by a choir of sixty, accompanied by an orchestra to match. At its height under 
Louis XIV, the royal musical establishment at Versailles numbered some 120 
musicians. The description given by Pierre Rameau, dancing master to Louis 
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XV, ol a court bail suggests some of this splendor, and also the rigid formality 
that governed the proceedings. The dances came in a prescribed order, as in 
the standardized instrumental dance suite established by the lutenists and 
harpsichordists of Louis XIV’s time. 



The Kind’s Grand Ball. The musicians are seated at the rear of the ballroom, 
near the entrance (that is, closest to the reader), the King at the front. The 
moment depicted is described in the next-to-last paragraph of the accompany¬ 
ing text, where Rameau details the extremely precise protocol that was ob¬ 
served on such occasions. (Pierre Rameau, Le Maitre a danser, Paris, 1725, fac¬ 
ing p. 1. Engraving by the author.) 
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Of the Ceremonial Observed at the King’s Grand Ball. 

I believed it impossible to give a description more likely to inspire 
regard for the ceremonies and rules of private balls than first to attempt 
some brief account of the King’s Grand Ball, since it is the most impor¬ 
tant of all such functions and should seive as a model for private balls in 
regard to the order of the proceedings, and the respect and politeness to 
be observed thereat. 

In the first place, none is admitted to the royal circle save Princes and 
Princesses of the Blood Royal, the Dukes and Peers, and Duchesses, and 
afterwards the other Lords and Ladies of the Court according to their 
rank. The Ladies are seated in front, while the Lords are placed behind 
them. Nevertheless, I have ventured to represent the latter standing [see 
the illustration], to avoid confusion in my figures, and to make them 
more easily seen. 

Everyone being thus placed in order, when His Majesty wishes the 
ball to begin he rises, and the whole company does likewise. 

The King takes up his position at that end of the room where the 
dancing is to begin, which is near the musicians. In the time of the late 
King [Louis XIV], the Queen danced with him, or in her absence, the 
first Princess of the Blood, and they placed themselves first. Then the 
company took up their station behind them, two by two, according to 
their rank. The Lords stood on the left side, the Ladies on the right. Re¬ 
taining this order, they made their bows in turn. Afterwards the King and 
Queen led the Branle [a dance in which the couples stand in long sets] 
with which all Court Balls opened, and all the Lords and Ladies 
followed Their Majesties, each on their own side. At the conclusion of 
the strain, the King and Queen went to the end of the line, then the next 
couple led the Branle in their turn, after which they took up their posi¬ 
tion behind Their Majesties. This continued until all the couples had 
danced and the King and Queen were at the head again. 

Then they danced the Gavotte in the same order as the Branle, each 
couple successively retiring to the end of the line. The dance finished, 
they made the same bows on parting as those with which the Ball 
opened. 

Then came the danses a deux. Formerly the Courante was danced 
after the Branles, and Louis XIV, of happy memory, danced it better than 
any member of his Court. But nowadays the Menuet is danced after the 
Branle. 

Therefore, when the King has danced the first Menuet, he goes to his 
seat and every one sits down, for while His Majesty is dancing all stand. 
Then the Prince who is to dance next, after His Majesty is seated, makes 
him a very profound bow, and then goes to the Queen or the first 
Princess of the Blood, and together they make the same bows as before 
the dance. Afterwards they dance the Menuet, and at the conclusion 
make the same bows again. Then the Lord makes a very low bow to the 
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Princess on leaving her, because she will not appear again before the 
King. 

But if His Majesty desire another dance to be performed, one of the 
First Gentlemen of the Bed Chamber announces his wish, which does 
not prevent the same bows being observed. 

Pierre Rameau, The Dancing Master [1725], trans. Cyril Beaumont (London: C. W. 
Beaumont, 1931), 37-39. 


54 

Rationalistic Distaste for Opera 


The French were skeptical of the whole idea of opera during its first century. 
They possessed a glorious and very intellectualized spoken drama, compared to 
which the Italian clramma per musica seemed a kind of child’s babble, in which 
verisimilitude was impaired, credibility made difficult, and the emphasis placed 
not on the content of the play but on decorative trappings. Music was admitted to 
their theaters mainly in an incidental capacity, on a par with the spectacular 
“machines” on which gods descended or winged chariots took off. And as the 
great French dramatist Pierre Corneille (1606-84) makes clear in the preface to 
his Androinede (1650), a piece a machines, the machines were far more integral 
to his conception of that sort of play than the music that accompanied them. 

Each act, and the prologue as well, has its own set, and at least one 
flying machine, with a musical accompaniment which I have only used 
in order to entertain the ears of the spectators while their eyes are 
engaged in watching the descent or ascent of a machine, or are focused 
on something (like the fight between Perseus and the monster) which 
would prevent their paying attention to what the actors might be saying. 
But I have been very careful to have nothing sung that is essential to the 
understanding of the play, since words that are sung are usually under¬ 
stood poorly by the audience, owing to the confusion caused by the mul¬ 
titude of voices which pronounce them at once. It would make for a great 
obscurity in the body of the work if sung words were to try to impart to 
the audience anything of importance. But all this does not apply to the 
machines, which in this play are anything but a dispensable frill; they 
are the very essence and point of the play, and are so necessary that you 
could not omit a single one without causing the whole edifice to tumble. 

Pierre Corneille, “(Euvres” completes, I (Paris, 1834), 570. Trans. R. T. 
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Opera in French nuide its real appearance only in the 1670s, with the works of 
Robert Cambert (c. 1628-77) and Jean-Baptiste Lully (1632-87). In England, 
outside of a few isolated works, such as Henry Purcell’s Dido and Aeneas (1689), 
it was not established until the next century, and then it was an imported Italian 
opera rather than a native one that found favor. The prejudices that worked 
against the opera in these countries were nowhere expressed more forcefully 
than in a famous letter from a Frenchman, the courtier and wit Charles de 
Marguetel de Saint-Denis, Seigneur de Saint-Evremond (c. 1610-1703), to an 
Englishman, the Duke of Buckingham. St.-Evremond gives a virtual catalogue of 
operatic offenses against reason. The points he raises have bedeviled opera 
throughout its history. 

I have long had a desire to tell your Grace my thoughts of operas. The 
occasion I had of speaking of it, at the Duchesse Mazarin’s, has rather 
increased than satisfied that desire; therefore I will gratify it in the dis¬ 
course I now send your Grace. 

I shall begin with great freedom, and tell your Grace, that I am no 
great admirer of Comedies in music, such as nowadays are in request. I 
confess I am not displeased with their magnificence; the Machines have 
something that is surprising; the Music, in some places, is charming; the 
whole together seems wonderful: but it must be granted me also, that 
this Wonderful is veiy tedious; for where the mind has so little to do, 
there the Senses must of necessity languish. After the first pleasure that 
suiprise gives us, the eyes are taken up, and at length grow weary of 
being continually fixed upon the same object. In the beginning of the 
concerts, we observe the justness of the concords; and amidst all the 
varieties that unite to make the sweetness of the harmony, nothing es¬ 
capes us. But ’tis not long before the instruments stun us; and the music 
is nothing else to our ears but a confused sound that suffers nothing to be 
distinguished. Now how is it possible to avoid being tired with the Reci¬ 
tative, which has neither the charm of singing, nor the agreeable energy 
of speech? The soul, fatigued by a long attention, wherein it finds 
nothing to affect it, seeks some relief within itself; and the mind, which 
in vain expected to be entertained with the show, either gives way to 
idle musing, or is dissatisfied that it has nothing to employ it. In a word, 
the fatigue is so universal, that everyone wishes himself out of the 
house; and the only comfort that is left to the poor spectators, is the hope 
that the show will soon be over. 

The reason why, commonly, I soon grow weary at Operas, is, that I 
never yet saw any which appeared not to me despicable, both as to the 
contrivance of the subject, and the poetry. Now it is in vain to charm the 
ears, or gratify the eyes, if the mind be not satisfied; for my soul being in 
better intelligence with my mind than with my senses, struggles against 
the impressions which it may receive, or at least does not give an agree¬ 
able consent to them, without which, even the most delightful objects 
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can never afford me any great pleasure. An extravagance set off with 
music, dances, machines, and fine scenes, is a pompous piece of folly, 
but ’tis still a folly. Tho’ the embroidery is rich, yet the ground it is 
wrought upon is such wretched stuflF that it offends the sight. 

There is another thing in Operas so contrary to nature, that I cannot 
be reconciled to it; and that is the singing of the whole piece, from 
beginning to end, as if the persons represented were ridiculously 
matched, and had agreed to treat in music both the most common, and 
most important affairs of life. Is it to be imagined that a master calls his 
servant, or sends him on an errand, singing; that one friend imparts a 
secret to another, singing; that men deliberate in council, singing; that 
orders in time of battle are given, singing; and that men are melodiously 
killed with swords and darts? This is the downright way to lose the life of 
representation, which without doubt is preferable to that of harmony: 
for, harmony ought to be no more than a bare attendant, and the great 
masters of the stage have introduced it as pleasing, not as necessary, after 
they have performed all that relates to the subject and discourse. Never¬ 
theless, our thoughts run more upon the musician than the hero in the 
opera: Luigi [Rossi, 1597-1653, chief opera composer in Rome], [Pier 
Francesco] Cavalli [1602-76, Monteverdi’s pupil and successor in 
Venice], and [Antonio] Cesti [1623-69, leader of Italian opera in 
Vienna] are still present to our imagination. The mind, not being able to 
conceive a hero that sings, thinks of the composer that set the song; and I 
don’t question but that in Operas at the Palace-Royal, Lully is a hundred 
times more thought of than Theseus or Cadmus [heroes of Lully operas 
presented in 1675 and 1673, respectively]. 

I pretend not, however, to banish all manner of singing from the 
stage: there are some things which ought to be sung, and others that may 
be sung without trespassing against reason or decency: Vows, Prayers, 
Praises, Sacrifices, and generally all that relates to the services of the 
Gods, have been sung in all nations, and in all times; tender and mourn¬ 
ful passions express themselves naturally in a sort of querulous tone; the 
expressions of love in its birth; the irresolution of a soul tossed by dif¬ 
ferent movements, are proper matters for stanzas, as stanzas are for 
music. Everyone knows that the chorus was introduced upon the 
Grecian Theatre, and it is not to be denied, but that with equal reason it 
might be brought upon ours. So far, in my opinion, music may be 
allowed: all that belongs to conversation, all that relates to intrigues and 
affairs, all that belongs to council and action, is proper for actors to 
rehearse, but ridiculous in the mouth of musicians to sing. The Grecians 
made admirable tragedies where they had some singing; the Italians and 
the French make bad ones, where they sing all. 

Would you know what an Opera is? I’ll tell you, that it is an odd 
medley of poetry and music, wherein the poet and musician, equally 
confined one by the other, take a world of pains to compose a wretched 
performance. Not but that you may find agreeable words and very fine 
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airs in our Operas; but you will more certainly find, at length, a dislike of 
the verses, where the genius of the poet is so crampt; and be cloyed with 
the singing, where the musician is spent by too long a sei-vice. 

I forgot to speak to your Grace about Machines, so easy it is for man to 
forget that which he would have laid aside. Machines may satisfy the cu¬ 
riosity of ingenious men, who love mathematical inventions, but they’ll 
hardly please persons of good judgment in the theatre: the more they 
surprise, the more they divert the mind from attending to the discourse; 
and the more admirable they are, the less tenderness and exquisite sense 
they leave in us, to be touched and charmed with the music. The an¬ 
cients made no use of machines, but when there was a necessity of bring¬ 
ing in some God. If men love to be at expenses, let them lay out their 
money upon fine scenes, the use whereof is more natural and more 
agreeable than that of machines. Antiquity, which exposed their Gods, 
even at the gates, and chimney-corners; antiquity, I say, as vain and 
credulous as it was, exposed them, nevertheless, but very rarely upon 
the stage. Now the belief of them is gone, the Italians, in their Operas, 
have brought the pagan Gods again into the world; and have not 
scrupled to amuse men with these ridiculous vanities, only to make their 
pieces look great, by the introduction of that dazzling and surprising 
Wonderful. These stage deities have long enough abused Italy: but the 
people there being happily undeceived at last, are disgusted with those 
very Gods they were so fond of before, and have returned to plays, 
which, in truth, cannot pretend to the same exactness, but are not so fab¬ 
ulous, and which with a little indulgence, may pass well enough with 
men of sense. 

A man runs a risk of having his judgment called in question, if he 
dares declare his good taste; and I advise others, when they hear any dis¬ 
course of Operas, to keep their knowledge a secret to themselves. For 
my own part, who am past the age and time of signalizing myself in the 
world by a sense of the fashionable, and the merit of new fancies, I am 
resolved to strike in with good sense, and to follow reason, though in 
disgrace, with as much zeal, as if it were still in as great vogue as for¬ 
merly. That which vexes me most at this our fondness for operas, is that 
they tend directly to ruin the finest thing we have, I mean Tragedy, than 
which nothing is more proper to elevate the soul, or more capable to 
form the mind. 

After this long discourse, let us conclude, that the constitution of our 
Operas cannot be more faulty than it is. But it is to be acknowledged at 
the same time, that no man can perform better than Lully, upon an ill- 
conceived subject; and that it is not easy to out-do [Philippe] Quinault 
[1635-88, Lully’s librettist] in what belongs to his part. 

John Hayward (ed.). The Letters of Saint Evremond, trans. [in 1705] by Pierre Des- 
maizeaux (London: G. Routledge & Sons, Ltd., 1930), 205—17. 

Against the strictures of critics like Saint-Evremond, the famous moralist Jean de 
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La Bruyere (1645—96) expressed a love of spectacle and “machines” that was to 
become traditional in France, in a passage in defense of le merveilletix (what St.- 
Evremond’s eighteenth-century translator rendered as “the Wonderful”) from 
his Caracteres of 1688. 

Nothing could be further from the truth than to maintain, as so many 
do, that machines are nothing but a childish amusement, fit only for mar¬ 
ionette shows. Machines augment and embellish the works of the imagi¬ 
nation, and aid the spectators in maintaining that sweet illusion which is 
the whole joy of the theater, and they add a strong dose of the nier- 
veilleux as well. There is no need for magical flights, chariots, or changes 
of scenery in plays by Corneille or Racine, but there is in opera. And the 
purpose of such spectacle is to hold the mind, the eye, and the ear 
equally enthralled. 

Jean de La Bruyere, Les Caracteres (Paris, 1874), 20-21. Trans. R. T. 
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The earliest “orchestral” music was that of the seventeenth-century opera the¬ 
ater and of the vingt-quatre ciolons du roi, the twenty-four instruments of the vi¬ 
olin family that provided the ballroom music of the French court. The violin, 
long used by street musicians, was a relative newcomer to high society and the 
lofty pretensions of the opera. It was warmly greeted by some, like the French 
encyclopedic theorist Marin Mersenne (see p. 163), who in the third book of 
his Harmonic universelle (1637), which deals with instruments, gave the violin 
pride of place as the harbinger of a new “sound ideal” in tune with Baroque 
aesthetics generally. 

The violin is one of the simplest instruments that ean be imagined, in 
that it has only four strings and is without frets on its neck. That is why 
all the just consonanees ean be performed on it, as with the voice, inas¬ 
much as one stops it where one wishes. This makes it more perfect than 
the fretted instruments [like the viol and lute], in which one is forced to 
use some temperament and to decrease or inerease the greatest part of 
the consonances, and to alter all the musieal intervals. 

To this it can be added that the violin’s tones have more effect on the 
minds of the listeners than those of the lute or of the other stringed in¬ 
struments, because they are more vigorous and come more into notice, 
because of the great tension of their strings and their high sounds. And 
those who have heard the Twenty-four Violins of the King avow that 
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they have never heard anything more ravishing or more powerful. Thus 
it comes that this instrument is the most proper for playing for dancing as 
is experienced in the ballet and everywhere else. Now the beauties and 
graces that are practiced on it are so great in number that it can be 
preferred to all the other instruments, since the strokes of the bow are so 
delightful sometimes that one has a great discontent to hear the end, par¬ 
ticularly when they are mixed with ornaments of the left hand, which 
force the listeners to declare the violin to be king of instruments. 

For even though many parts are played together on the lute and the 
spinet, and though consequently these instruments are more harmoni¬ 
ous, nevertheless, those who judge the excellence of music and its in¬ 
struments by the beauty and excellence of airs and chansons have rather 
powerful retisons for maintaining that the violin is the best, from the 
great effect it has on the passions and affections of the body and soul. 

Marin Mersenne, Harmonie universelle. Book III, trans. Roger E. Chapman (The Hague: 
M. NijhofF, 1957), 235. 

But Mersenne tells only one side of the story. As an instrument associated with 
Italy and things Italian, the violin was met with resistance in many French 
quarters. Its loudness was taken for stridency, its brilliance for vulgarity. The ri¬ 
valry between the violin and its Italianate repertoire versus the more traditional 
French courtly and chamber instruments (particularly the viola da gamba, called 
basse de viole in French) was carried on for over a century before the violin 
emerged as undisputed victor. A late and particularly bitter opponent of the in- 
stiumentwas the Abbe Hubert Le Blanc, who in 1740 wrote a lengthy diatribe 
entitled Defense of the viola da gamba against the designs of the violin and the 
pretensions of the cello. Le Blanc saw the violin as an agent of the Italian war of 
musical conquest initiated by the opera, which had given Italian musicians virtu¬ 
al hegemony over Europe by the end of the seventeenth century. 

Sultan Violin, an abortion and a pygmy, took it into his head to 
challenge the universal dominion of the viola da gamba in Franee. Not 
content with his portion, Italy, he proposed to invade the nearby States 
and to do to the viola da gamba what the latter had already done to the 
lute, theorbo, and guitar (not even exeepting King David’s harp). In his 
small body there resided an extraordinary strength, and he eould speak 
of nothing else than of ruining his rivals, of interring his adversaries 
alive, and of burying their duleet pieces under mountains of his own 
piercing and piquant compositions. 

Sultan Violin’s two acolytes were ealled Monsieur Harpsiehord and 
Sir Violoneello. They joined together to temper the violin’s stiideney 
(since without them the sting would be felt too mueh), like salt or spiee 
whieh ought, for seasoning, only to be notieed if it is laeking, and should 
never make its presenee too pereeptible. 

To attaek the viola da gamba, to outshout her, to speak louder than 
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she, to jump on her body—Sultan Violin would do it gladly if that were 
all it took to conquer her, but it was essential to put up a good fight, and 
above all to make assaults where the viol had long since been es¬ 
tablished in friendly territory. It would be hard for a parvenu to pene¬ 
trate among the great who were the viol’s protectors. So the violin, who 
was then neither Sultan nor so proud as he is now, approached the harp¬ 
sichord and the violoncello and humbly said to them, “Fine sirs, the first 
of you is already established among the ladies for whom Couperin writes 
his pieces [see below, p. 237], but the other is relegated to the choir [the 
early cellos were used mainly in church]. I propose that you join me and 
that between us, we claim to represent the three instruments which 
alone are necessary in music, which can surpass all others, and for whose 
absence nothing can compensate.” 

They thanked him affettuoso, making him the compliment that he 
was Alexander the Great among instruments. They saluted him as Attila, 
the scourge of the viola da gamba and exterminator of all half-breed in¬ 
struments. Thereupon they discussed the methods they would use. 

The Violin said, “They are all prepared. With my concertos we will 
equal the Opera in large audiences, and with solo sonatas and trio sona¬ 
tas I will annihilate all their asthmatic pieces. They’ll never get away 
with saying, ‘Ah! I’m not in practice,’ not to mention protestations about 
memory slips. I, the Violin, vow that I will never be caught napping, nor 
will I make inappropriate excuses for myself.” 

The Violoncello, who up to now had been regarded as a miserable 
dunce, a poor hated devil, who had been dying for want of a square meal, 
now flattered himself that he would receive the viol’s caiesses. Already 
he imagined such bliss that he wept tenderly. 

The Harpsichord rejoiced at becoming a commercial instrument. The 
ladies who, in the heyday for pieces, only amused themselves on the 
harpsichord until they got married, would no longer be able to dismiss 
him after marriage, when sonatas would come to prevail. 

The Violin, to be sure, could not compete with the viol in delicacy of 
moving sound or in chordal playing, so refined in its resonance when 
heard in the proper place for appreciating its attributes at close range. So 
to allow themselves to make an impression, the trio moved the setting to 
an immense hall, where there would be many effects which were as 
prejudicial to the viol as they would be favorable to the violin. 

Hubert Le Blanc, Defense de la basse de viole contre le.s entreprises du violon et les prhen- 
.sion.s du violoncel, trans. Barbara Garvey Jackson, Joi/nu// of the Viola da Gamba Society 
of America, X (1973), 24-27. Reprinted by permission of Efrim Fruchtman, editor. 
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The violin s most significant medium was the sonata. The earliest extended 
genre of absolute instrumental music, the sonata had a mixed and complicated 
ancestry. The canzona and toccata, genres of music traditionally employed as 
embellishment and filler in the church service, gave way to the sonata da chiesa, 
which originally served the same purposes. The long traditions of dance music 
for instrumental ensemble in the Renaissance and early Baroque gave rise to the 
sonata da camera, which is really only another term for a dance suite. The two 
types of sonata did not remain stylistically distinct for long. The Englishman 
Roger North (1653—1734), writing at the end of the seventeenth century, 
describes what begins as a typical sonata da chiesa (four movements arranged 
slow-fast-slow-fast, with the fast movements fugal), but in place of the last move¬ 
ment he describes the kind of dances usually found in the sonata da camera. 

Now in our common Sonatas for Instruments, the entrance is usually 
with all the fulness of harmony figurated and adorned that the master at 
that time could contrive, and this is termed Grave, most aptly represent¬ 
ing seriousness and thought. The movement is as of one so disposed, and 
if he were to speak, his utterance would be according, and his matter ra¬ 
tional and arguing. The uppel* parts only fulfill the harmony, without any 
singularity in the movement; but all join in a common tendency to 
provoke in the hearers a series of thinking according as the air invites, 
whether Magnifick or Querulous, which the sharp or flat key determines. 
When there hath been enough of this, which if it be good will not be very 
soon, variety enters, and the parts fall to action, and move quick; and the 
entrance of this denouement is with -a fugue. This hath a cast of business 
or debate, of which the melodious point is made the subject; and accord¬ 
ingly it is wrought over and under till, like waves upon water, it is spent 
and vanisheth, leaving the music to proceed smoothly, and as if it were 
satisfied and contented. After this comes properly in the Adagio, which 
is a laying all affairs aside, and lolling in a sweet repose: which state the 
music represents by a most tranquil but full harmony, and dying 
gradually, as one that falls asleep. After this is over Action is resumed, 
and the various humors of men diverting themselves (and even their 
facetiousness and wit) are represented, as the master’s fancy at the time 
invites, wherein the instrument or ingredient of the connection with 
human life is (sometimes the touch or breaking, but chiefly) the 
measure; as a Gavott, which is an old French dance; and so Minuets, 
Courants, and other dancing expressions. There is often the Andante, 
which is an imitation of walking equis passibus [with even steps]; there 
is a Ricercata, which is to imitate a looking about as for a thing lost; and 
divers imitations of men’s humors well known to the performers, so need 
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not be described; and for the most part concluding with a Gigue, which 
is like men (half foxed) dancing for joy, and so good night. 

John Wilson (ed.), Roger North on Music (London: Novello, 1959), 117-18. 

But North, like Le Blanc (see above, p. 205), was not entirely happy with the 
craze for sonatas. They were a soloist’s and professional’s repertoire. In the pas¬ 
sage below. North describes the music he had loved in his youth: that of the con¬ 
sort of viols, whose “airs” and “fancies ” were the cream of English instrumental 
music from the late Elizabethan period up to the time of the Civil War. This was 
a gentleman’s and an amateur’s art, chamber music in the truest sense; that is, a 
recreational music whose intended audience was the performers themselves. 

My Grandfather, Dudley the Lord North, took a fancy to a wood he 
had about a mile from his house, called Bansteads, situated in a dirty 
soil, and of ill access. But he cut glades, and made arbors in it. Here he 
would convoke his musical family, and songs were made and set for 
celebrating the joys there, which were performed, and provisions earned 
up for more important regale of the company. The consorts were usually 
all viols to the organ or harpsichord. The violin came in late, and imper¬ 
fectly. When the hands were well supplied, then a whole chest went to 
work, that is six viols, music being formed for it; which would seem a 
strange sort of music now, being an interwoven hum-drum, compared 
with the brisk hattiita [beat] derived from the French and Italian. But 
even that hum-drum in its kind is well; and I must make a great dif¬ 
ference when music is only to fill vacant time, which lies on hand. 

And I may justly say, that the late improvements of Music have been 
the ruin, and almost banishment of it from the nation. Now when Music 
was kept in an easy temperate air, practicable to moderate and imperfect 
hands, who for the most part are more earnest upon it than the most 
adept, it might be retained in the country. But since it is arrived to such a 
pitch of perfection, that even masters, unless of the prime, cannot enter¬ 
tain us, the plain way becomes contemptible and ridiculous, therefore 
must needs be laid aside. By this you may judge what profit the public 
hath from the improvement of Music. I am almost of Plato’s opinion, that 
the state ought to govern the use of it, but not for their reasons, but for 
the use it may be in diverting noble families in a generous way of 
country living. 

Wilson, North on Music, 10-12. 

The chamber music of Henry Purcell (1659-95) illustrates the change in taste 
of which North speaks. One of Purcell’s earliest important works was a set of fan¬ 
tasias for a consort of viols in the style of North’s “interwoven hum-drum.” These 
were composed, according to notations on the manuscript scores, during the 
summer months of 1680. A scant three years later, Purcell came forward with his 
Sonatas of Three Parts: Ttoo Violins and Bass, to the Organ or Harpsichord. 
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These were thoroughly and eonsciously Italianate in style, the first works of the 
kind to be published in England. PurceU’s preface is an interesting document. 
He takes pains to explain to his readers the Italian tempo markings which he has 
adopted in keeping with his wholesale espousal of Italianism. These terms, of 
course, remain with us to this day, a memento of a period in which Italy was the 
recognized leader in all things musical. 

TO THE READER. 

Ingenuous Reader, 

Instead of an elaliorate harangue on the beauty and the charms of 
Musick (which after all the learned Encomions that words can contrive 
commends itself best by the performances of a skilful hand, and an 
angelical voice) I shall say but a very few things by way of Preface, con¬ 
cerning the following Book, and its Author: for its Author, he has faith¬ 
fully endeavour’d a just imitation of the most fam’d Italian Masters; prin¬ 
cipally, to bring the Seriousness and gravity of that sort of Musick into 
vogue, and reputation among our Countrymen, whose humor, ’tis time 
now, should begin to loath the levity, and balladry of our neighbours. 
The attempt he confesses to be bold, and daring, there being Pens and 
Artists of more eminent abilities, much better qualify’d for the imploy- 
ment than his, or himself, which he well hopes these his weak endeav¬ 
ours, will in due time provoke, and enflame to a more accurate undertak¬ 
ing. He is not asham’d to own his unskilfulness in the Italian Language; 
but that’s the unhappiness of his Education, which cannot justly be ac¬ 
counted his fault, however he thinks he may warrantably affirm, that he 
is not mistaken in the power of the Italian Notes, or elegancy of their 
Compositions, which he would recommend to the English Artists. There 
has been neither care, nor industry wanting, as well in contriving, as 
revising the whole Work; which had been abroad in the world much 
sooner, but that he has now thought fit to cause the whole Thorough Bass 
to be Engraven, which was a thing quite besides his first Resolutions. It 
remains only that the English Practitioner be enform’d, that he will find 
a few terms of Art perhaps unusual to him, the chief of which are these 
following: Adagio and Grave, which import nothing but a very slow 
movement: Presto Largo, Poeo Largo, or Largo by itself, a middle move¬ 
ment [i.e., a medium tempo]: Allegro, and Vivace, a very brisk, swift, or 
fast movement: Piano, soft. The Author has no more to add, but his 
hearty wishes, that his Book may fall into no other hands but theirs who 
carry Musical Souls about them; for he is willing to flatter himself into a 
belief, that with such his labours will seem neither unpleasant, nor 
unprofitable. 

VALE. 

Henry Purcell, Works, V (London, 198.3), Preface (fac.simile). 

The first French sonatas were the work of Francois Couperin (1668-1733), called 
“le Grand” to set him apart from other members of his distinguished musical 
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family. One of the few French musicians not altogether hostile to things Italian, 
Couperin admired the works of Arcangelo Corelli (1653—1713), and in his own 
compositions strove to bridge the gap between the French and Italian tastes of 
his day. Although he wrote sonatas as early as 1692, Couperin did not publish 
them until 1726, in a collection called—fittingly enough —Les Nations. In the 
preface, Couperin revealed the clever ruse by which his sonatas were first in¬ 
troduced. Like most works of their kind, they are scored for two violins and 
basso continuo, and hence Couperin refers to them as “trios.” 

It has been some years now since some of these trios have been com¬ 
posed. Several manuscripts containing them have been circulating in 
use, all of which I consider untrustworthy, owing to the negligent ways 
of copyists. From time to time I have increased their number, and I 
believe that true lovers of art will find them to their taste. The first Sona¬ 
ta in this collection was both the first one that I composed, and the first to 
be composed in France. Its history is rather unusual. 

Delighted with the sonatas of Signor Corelli, whose works I shall 
love as long as I live (even as I shall the French works of Monsieur de 
Lully), I made bold to compose one myself, which I then had performed 
in the same concert series where I had heard Corelli’s. Knowing the hos¬ 
tility with which the French greet foreign novelties of all kinds, and 
lacking self-confidence, I did myself a good turn with a little white lie. I 
pretended that an actual relative of mine in the service of the King of Sar¬ 
dinia had sent me a sonata by a new Italian author; I rearranged the let¬ 
ters of my name in such a way as to form an Italian-sounding name 
[Rupecino? Pernucio?], which I entered on my sonata. The sonata was 
devoured enthusiastically, and I will keep silent on the accolades it 
received. I was encouraged by this, however, and wrote others. And my 
Italianized name brought me, behind the mask, as it were, great 
applause. My sonatas, fortunately, have enjoyed sufficient popularity so 
that my ruse has caused me no embarrassment. I have compared these 
first sonatas with those I have written since, and I have not seen fit to 
alter or add anything much. I have merely joined them to grand suites of 
pieces, to which the sonatas serve simply as preludes or as a sort of in¬ 
troduction. 

I hope that the impartial public will be pleased with them. For there 
will always be gainsayers, more to be dreaded than good critics (from 
whom one often can receive good advice, contrary to their intention). 
The former are despicable, and I settle herewith with them in advance 
and with interest! I still have a rather considerable number of these trios; 
enough to make at some time to come a volume as big as the present one. 

Francois Couperin, Preface to Les Nations: Sonades et Suites de Synifdionies en Trio, en 
quatre livres separes pour la coinodite des Academies de Musique et des concerts par- 
ticuliers (Pari.s, 1726). Tran.s. R. T. 
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Just as it was in every area of political, economic, and social life, the English 
middle class was far ahead of its Continental counterpart in the active support 
and consumption of music. A widespread taste for “listener’s music” led to the 
institution of public concerts in London during the reign of Charles II. These 
began as a kind of collective patronage, whereby, through subscription or the 
payment of an admission price, the services of musicians could be secured by 
those who had not the wherewithal to employ them privately. Roger North (see 
p. 207), an eyewitness to this development, described the earliest concert series 
anywhere (organized in London in the 1670s by John Banister) in his memoirs. 
The Musical Grammarian. The first lasting and significant concert series on 
the Continent was the Concert Spirituel, organized in Paris in 1725; in the Ger¬ 
man cities, the trend began about 1740. In Italy, where opera as a form of 
public entertainment dated back to 1637, concerts continued to be privately 
organized by learned academies for their members—hence the occasional use 
of the term “academy” for a concert, both in Italy and elsewhere, as late as the 
nineteenth century. 

But how and by what steps Music shot up into such request, as to 
crowd out from the stage even comedy itself, and to sit down in her place 
and become of such mighty value and price as we now know it to be, is 
worth inquiring after. The first attempt was low: a project of old Banister, 
who was a good violin, and a theatrical composer. He opened an obscure 
room in a public house in White friars; filled it with tables and seats, and 
made a side box with curtains for the music. Sometimes consort, some¬ 
times solos, of the violin, flageolet, bass viol, lute and song alVltaliana, 
and such varieties diverted the company, who paid at coming in. One 
shilling a piece, call for what you please, pay the reckoning, and Wel¬ 
come gentlemen. Here came most of the shack-performers [i.e., vaga¬ 
bond players] in town, and much company to hear; and divers musical 
curiosities were presented, as, for instance. Banister himself, upon a 
flageolet in consort, which was never heard before or since, unless imi¬ 
tated by the high manner upon the violin. But this lasted not long, nor 
another meeting of like kind near St. Paul’s, headed by one Ben Welling¬ 
ton, for voices to an organ, where who would, that was gifted, might 
perform, and no payment, but the reckoning. 

And upon this occasion and further encouragement, a place in York 
Buildings was built express and equipt for Music, to which was made a 
great resort and profit to the masters, and so might have continued but for 
the unfortunate interfering with the plays. I observed well the music 
here, and although the best masters in their turns, as well solo, as con- 
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certed, showed dieir gifts, yet I cannot say, whatever the music was, that 
the entertainment was good; because it consisted of broken incoherent 
parts; now a consort, then a lutenist, then a violino solo, then flutes, then 
a song, and so piece after piece, the time sliding away, while the masters 
blundered and swore in shifting places, and one might perceive that 
they performed ill out of spite to one another; whereas an entertainment 
ought to proceed as a drama, firework, or indeed every public delight, by 
judicious steps, one setting off another, and the whole in a series con¬ 
nected and concluding in a perfect acme, and then ceasing all at once. 
All which cannot be done but by an absolute Dictator, who may coerce 
and punish the republican mob of music masters. So this very good 
design failed; but ample amends hath been made since. 

John Wilson (ed.), Roger North on Music (London: Novello, 1959), 302-305. 
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The Mature Baroque: 

The Doctrine of the Affections 


For Baroque musicians, the nature of human emotion (described in terms of 
“passions” and “affections”) was a vital philosophical issue. If emotions could 
be somehow classified and ordered, their “imitation” in art could be brought 
under fully rational control. Here the psychological investigations of Descartes 
laid the essential groundwork. In his Passions of the Soul (1645-46), his last 
published work, the great French philosopher attempted to make the desired 
classification and tried to go further and explain the workings of the passions 
in physiological terms. The result was that the passions were rationalized; they 
became, literally, “objects,” as Descartes stresses in paragraph 46, below. They 
had, in his view, discreteness, perceptible duration, and distinctness. And these 
attributes made them perfect objects for artistic imitation. Further, Descartes’s 
description of the physiological processes that underlay and determined the 
passions was extremely suggestive to musicians in search of technical means for 
analogizing the passions in tones. Below we give Descartes’s general introduc¬ 
tion to the subject, his classification and definition of the basic affections, and in 
the case of two (joy and sorrow), his physiological explication of their mecha¬ 
nism. 

[L] On proceeding to treat of the passions, I observe that whatever 
occurs in the way of novelty or change, is by the philosophers ordinarily 
termed a passion in respect of the subject to which it happens and an ac¬ 
tion in respect of what causes it to happen. Though agent and patient are 
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often very different, the action and the passion are thus always one and 
the same thing. We are allowing it these two names because of the two 
diverse subjects to which we can refer it. I note that we are not aware of 
any subject which acts upon our soul more immediately than does the 
body with which it is conjoined, and that consequently we ought to 
recognize that what in the soul is a passion is in the body usually an ac¬ 
tion. 

[28.] Experience shows that those who are the most excited by their 
passions are not those who know them best, and that their passions are to 
be counted as belonging to that group of cognitions which the close alli¬ 
ance of mind and body renders confused and obscure. We may also en¬ 
title them feelings, as being received into the soul in the same fashion as 
the objects of the external senses, and otherwise not known by it. But it 
is best to name them emotions of the soul, not only because this name 
can be given to all the changes which take place in it, i.e., to all the 
various thoughts which the soul can know, but especially because, of all 
the various kinds of thoughts it can have, there are no others which agi¬ 
tate and unsettle it so powerfully as do these passions. 

[34.] Let us allow that the soul has its chief seat in a small gland 
which is in mid-brain and that from there it radiates through all the rest 
of the body owing to the intervention of the animal spirits, the nerves, 
and even the blood, which, participating in the impressions of the spir¬ 
its, can carry them by way of the arteries to all its members. 

[35.] If, for example, we see some animal approach us, the light 
reflected from its body depicts two images of it, one in each of our eyes. 
The two images, by way of the optic nerves, form two others in the interi¬ 
or surface of the brain which faces its cavities. From these, by way of the 
spirits which fill these cavities, the images then radiate towards the small 
gland which the spirits encircle, and do so in such fashion that the move¬ 
ment which constitutes each point of one of the images tends towards the 
same point of the gland as does the movement constituting that point in 
the other image which represents the same part of the animal; and in this 
way the two brain-images form but one image on the gland, which, act¬ 
ing immediately on the soul, causes it to see tlie shape of the animal. 

[36.] Moreover, if this shape is very startling and terrifying, i.e., if it 
is closely related to things which have previously been hurtful to the 
body, it excites in the soul the passion of anxious apprehension, and 
thereupon either of courage, or it may be of fear or terror, according to 
the varying temperament of the body or the strength of the soul, and ac¬ 
cording as it has been by defense or by flight that we have hitherto 
secured ourselves against the harmful things to which the impression 
stands related. Sueh past actions so predispose the brain, in certain men, 
that the spirits refleeted from the image thus formed on the gland then 
proceed to take their eourse, partly in the nerves which serve in turning 
the back and in moving the legs for flight, partly in those which enlarge 
or contract the heart, partly in those which so enlarge or contract the ori- 
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fices of the heart, or which so agitate the other parts whence the blood is 
sent to the heart, that this blood, being there rarefied in some unusual 
manner, conveys to the brain animal spirits suited to the maintenance 
and fortifying of the passion of fear, suited, that is to say, to the holding 
open, or to the re-opening, of those pores of the brain which conduct 
them to those same nerves. And since the pores, by which they pass, 
mainly operate through the small nerves which serve to contract or 
enlarge the orifices of the heart, this causes the soul to feel the pain 
chiefly in the heart. 

[37.] This is also true of all the other passions; they are one and all 
chiefly caused by the spirits which are contained in the cavities of the 
brain, in so far as these operate by way of the nerves which serve to 
enlarge or contract the orifices of the heart. From this it can be clearly 
understood why in my definition I have declared each of them to be 
caused by some one particular movement of the spirits. 

[46.] There is one special reason why the soul is unable to change or 
suppress its passions in an effortless manner, and this reason is what has 
led me, in defining them, to say that they are not merely caused, but also 
upheld and fortified by some particular movement of the animal spirits. 
They are almost all accompanied by some commotion taking place in the 
heart, and consequently also in all the blood and animal spirits, so that 
until this commotion has subsided, the passions remain present to our 
thought in the same manner as sensible objects are present to us in 
thought during the time they act on our sense-organs. Just as the soul, in 
making itself closely attentive to some other thing, can prevent itself 
from hearing a slight noise or feeling a slight pain, but cannot in the 
same way escape hearing thunder or feeling fire burning the hand, it is 
similarly easy to overcome the lesser passions, but not those that are 
more violent and powerful; we have to await the abating of the commo¬ 
tion in the blood and spirits. The most the will can do while this commo¬ 
tion is in its full strength, is to refuse consent to its effects, and to restrain 
several of the movements to which it disposes the body. For instance if 
anger causes the hand to be upraised for striking, the will can usually ar¬ 
rest it from further action; if fear incites the legs to flight, the will can re¬ 
strain them, and so in all other like cases. 

[69.] There are only six simple and primitive passions, i.e., wonder, 
love, hatred, desire, joy, and sadness. All the others are composed of 
some of these six, or are species of them. That is why, in order that their 
multitude may not embarrass my readers, I shall here treat the six primi¬ 
tive passions separately; and afterwards I shall show in what way all the 
others derive from them their origin. 

[70.] Of Wonder, its definition and cause. Wonder is a sudden 
surprise of the soul which causes it to apply itself to consider with atten¬ 
tion the objects which seem to it rare and extraordinary. It is thus 
primarily caused by the impression we have in the brain which repre¬ 
sents the object as rare, and as consequently worthy of much consider- 
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ation; then afterwards by the movement of the spirits, which are dis¬ 
posed by this impression to tend with great force towards the part of the 
brain where it is, in order to fortify and conserve it there; as they are also 
disposed by it to pass thence into the muscles which serve to retain the 
organs of the senses in the same situation in which they are, so that it is 
still maintained by them, if it is by them that it has been formed. 

[71.] And this passion has this particular characteristic, that in it we 
do not notice that it is accompanied by any change which occurs in the 
heart and blood like the other passions. The reason of this is that not hav¬ 
ing good or evil as its object, but only the knowledge of the thing that we 
wonder at, it has no relation with the heart and blood on which all the 
good of the body depends, but only with the brain where are the organs 
of the senses which are the instruments of this knowledge. 

[79.] The definition of Love and Hate. Love is an emotion of the soul 
caused by the movement of the spirits which incites it to join itself 
willingly to objects which appear to it to be agreeable. And hatred is an 
emotion caused by the spirits which incite the soul to desire to be sepa¬ 
rated from the objects which present themselves to it as hurtful. I say 
that these emotions are caused by the spirits in order to distinguish love 
and hate, which are passions and depend on the body, both from the 
judgments which also induce the soul by its free will to unite itself with 
the things which it esteems to be good, and to separate itself from those 
it holds to be evil, and from the emotions which these judgments excite 
of themselves in the soul. 

[91.] The definition of Joy. Joy is an agreeable emotion of the soul in 
which consists the enjoyment that the soul possesses in the good which 
the impressions of the brain represent to it as its own. I say that it is in 
this emotion that the enjoyment of the good consists; for as a matter of 
fact the soul receives no other fruits from all the' good things that it pos¬ 
sesses; and while it has no joy in these, it may be said that it does not 
enjoy them more than if it did not possess them at all. I add also that it is 
of the good which the impressions of the brain represent to it as its own, 
in order not to confound this joy, which is a passion, with the joy that is 
purely intellectual, and which comes into the soul by the action of the 
soul alone, and which we can call an agreeable emotion excited in it, in 
which the enjoyment consists which it has in the good which its under¬ 
standing represents to it as its own. It is true that while the soul is united 
to the body this intellectual joy can hardly fail to be accompanied by that 
which is a passion; for as soon as our understanding perceives that we 
possess some good thing, even though this good may be so different 
from all that pertains to body that it is not in the least capable of being 
imagined, imagination does not fail immediately to make some impres¬ 
sion in the brain from which proceeds the movement of the spirits that 
excites the passion of joy. 

[104.] The movement of the blood and spirits in Joy. In joy it is not 
so much the nerves of the spleen, the liver or the stomach, or the intes- 
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tines, which are active, as those which are in the whole of the rest of the 
body, and particularly that which is round the orifices of the heart, 
which, opening and enlarging these orifices, supplies the means 
whereby the blood which the other nerves drive from the veins to the 
heart may enter there and issue forth in a larger quantity than usual. And 
because the blood which then enters the heart has already passed and 
repassed there several times, having come from the arteries to the veins, 
it dilates very easily and produces spirits whose parts, being very equal 
and subtle, are proper for the formation and fortification of the impres¬ 
sions of the brain which give to the soul thoughts that are gay and 
peaceful. 

[92. ] The definition of Sadness. Sadness is a disagreeable languor in 
which consists the discomfort and unrest which the soul receives from 
evil, or from the defect which the impressions of the brain set before it as 
pertaining to it. And there also is an intellectual sadness which is not 
passion, but which hardly ever fails to be accompanied by it. 

[105.] The movement of the blood and spirits in Sadness. In sadness, 
the openings of the heart are much contracted by the small nerve which 
surrounds them, and the blood of the veins is in nowise agitated, which 
brings it to pass that very little of it goes towards the heart and yet the pas¬ 
sages by which the juice of the food flows from the stomach and the in¬ 
testines towards the liver remain open, which causes the appetite not to 
diminish at all, excepting when hatred, which is often united to sadness, 
closes them. 

[86.] The definition of Desire. The passion of desire is an agitation of 
the soul caused by the spirits which dispose it to wish for the future the 
things which it represents to itself as agreeable. Thus we do not only 
desire the presence of the absent good, but also the conseiwation of the 
present, and further, the absence of evil, both of that which we already 
have, and of that which we believe we might experience in time to come. 

[87.] I know very well that usually in the schools the passion which 
makes for the search after the good which alone is called desire is op¬ 
posed to that which makes for the avoidance of evil, which is called aver¬ 
sion. But inasmuch as there is no good whose privation is not an evil, nor 
any evil considered in a positive sense, whose privation is not a good, 
and that in investigating riches, for example, we necessarily shun 
poverty, in fleeing from sickness we make for health, and so on with 
other things, it seems to me that it is always an identical movement 
which makes for the search after good, and at the same time for the 
avoidance of the evil that is contrary to it. 

[148.] The exercise of virtue is a sovereign remedy against the pas¬ 
sions. It is certain that, provided our soul is always possessed of some¬ 
thing to content itself with inwardly, none of the troubles that come from 
elsewhere have any power to harm it, but rather serve to increase its joy, 
inasmuch as, seeing that it cannot be harmed by them, it is made sensi¬ 
ble of its perfection. And in order that our souls may thus have some- 
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thing with which to be content, it has no need but to follow exactly after 
virtue. For whoever has lived in such a way that his conscience cannot 
reproach him for ever having failed to perform those things which he has 
judged to be the best (which is what I here call following after virtue) re¬ 
ceives from this a satisfaction which is so powerful in rendering him 
happy that the most violent efforts of the passions never have sufficient 
power to disturb the tranquillity of his soul. 

[212]. For the rest, the soul may have pleasures of its own, but as to 
those which are common to it and the body, they depend entirely on the 
passions, so that the men whom they can most move are capable of par¬ 
taking most of the enjoyment in this life. It is true that such men may also 
find most bitterness when they do not know how to employ them well, or 
fortune is contrary to them. But the principal use of prudence or self-con¬ 
trol is that it teaches us to be masters of our passions, and to so control 
and guide them that the evils which they cause are quite bearable, and 
that we even derive joy from them all. 

Through [46]: Norman Kemp Smith (ed. and trans.), Descartes* Philosophical Writings 
(London: Macmillan, 1952), 285, 292, 295-97, 300-301; by permission of Macmillan, Lon¬ 
don and Basingstoke. From [69] to the end; Elizabeth S. Haldane and G. R. T. Ross 
(trans.), The Philosophical Works of Descartes, I (Cambridge: Cambridge University Press, 
1911), 362, 366, 369-70, 372, 377, 398-99, 427; by permission of Cambridge University 
Press. 

Among the musicians (once again, mainly German) who turned Cartesian psy¬ 
chology into systematic musical theory, Johann Mattheson (1681-1764) was out¬ 
standing. A composer and performer of considerable reputation, Mattheson was 
also an encyclopedic theorist in the tradition of Praetorius and Mersenne. In his 
Der volkommene Capellmeister {The Complete Music Master), published in 
1739, Mattheson openly acknowledged his debt to Descartes and proceeded to 
apply the Frenchman’s teachings to the establishment of precepts for musical 
composition. This new theory of emotion in music (the Affektenlehre, or “The 
Doctrine of the Affections,” as it was often called) was a significant departure 
from the earlier doctrine of figures. Now the object of imitation was no longer 
speech, the exterior manifestation of emotion, but the emotion itself, in terms at 
once more direct and more generalized. Emotions were represented not as tran¬ 
sient feelings embodied in a free and flexible recitative, but as monolithic, stat¬ 
ic, “objective” phenomena to be musically concretized by a whole piece of co¬ 
herent, often monumental structure. The most direct realization of this theory is 
found in the opera seria of the late Baroque, with its stylized and rigidly clas¬ 
sified aria types associated with the various “aflPections.” Many of these were 
based on recognizable dance rhythms, thus supporting Mattheson’s classifica¬ 
tion of dance types as analogies to the emotional typology he had taken over 
from Descartes. 

The naost important and outstanding part of the science of sound is 
the part that examines the effects of well-disposed sounds on the emo¬ 
tions and the soul. This, as may be readily seen, is material that is as far- 
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reaching as it is useful. To the musical practitioner it is of even more im¬ 
portance than to the theoretician, despite its primary concern with obser¬ 
vation. Of much assistance here is the doctrine of the temperaments and 
emotions, concerning which Descartes is particularly worthy of study, 
since he has done much in music. This doctrine teaches us to make a dis¬ 
tinction between the minds of the listeners and the sounding forces that 
have an effect on them. 

What the passions are, how many there are, how they may be moved, 
whether they should be eliminated or admitted and cultivated, appear to 
be questions belonging to the field of the philosopher rather than the 
musician. The latter must know, however, that the sentiments are the 
true material of virtue, and that virtue is nought but a well-ordered and 
wisely moderate sentiment. Those affects, on the other hand, which are 
our strongest ones, are not the best and should be clipped or held by the 
reins. This is an aspect of morality which the musician must master in 
order to represent virtue and evil with his music and to arouse in the lis¬ 
tener love for the former and hatred for the latter. For it is the true pur¬ 
pose of music to be, above all else, a moral lesson. 

Those who are learned in the natural sciences know how our emo¬ 
tions function physically, as it were. It would be advantageous to the 
composer to have a little knowledge of this subject. Since, for e.xample, 
joy is an expansion of our vital spirits, it follows sensibly and naturally 
that this affect is best expressed by large and expanded inteiwals. 
Sadness, on the other hand, is a contraction of those same subtle parts of 
our bodies. It is, therefore, easy to see that the narrowest intervals are 
the most suitable. Love is a diffusion of the spirits. Thus, to express this 
passion in composing, it is best to use intervals of that nature. Hope is an 
elevation of the spirit; despair, on the other hand, a casting, down of the 
same. These are subjects that can well be represented by sound, es¬ 
pecially when other circumstances (tempo in particular) contribute their 
share. In such a manner one can form a concrete picture of all the emo¬ 
tions and try to compose accordingly. 

Pride, haughtiness, arrogance, etc., all have their respective proper 
musical color as well. Here the composer relies primarily on boldness 
and pompousness. He thus has the opportunity to write all sorts of fine- 
sounding musical figures that demand special seriousness and bombas¬ 
tic movement. They must never be too quick or falling, but always as¬ 
cending. The opposite of this sentiment lies in humility, patience, etc., 
treated in music by abject-sounding passages without anything that 
might be elevating. The latter passions, however, agree with the former 
in that none of them allow for humor and playfulness. 

Music, although its main purpose is to please and to be graceful, must 
sometimes provide dissonances and harsh-sounding passages. To some 
extent and with the suitable means, it must provide not only unpleasant 
and disagreeable things, but even frightening and horrible ones. The 
spirit occasionally derives some peculiar pleasure even from these. 
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Mattheson now proceeds to the discussion of dance types as analogies to the af¬ 
fections. 

The minuet, whether it be made especially for playing, singing, or 
dancing, has no other aflFect than moderate ytoietij. 

Next let us look at the gavotte, whose affect is truly julyilant joy. The 
hoppi)ia quality of the gavotte is its true property. A melody having a 
more fluid, smooth, gliding, and connected character than the gavotte is 
the bovrree. Such melodies seem contented, obliging, unconcerned, 
relaxed, careless, comfortable, and yet pleasing. We continue by taking 
up the rigaudon, whose melody is, in my opinion, one of the most pleas¬ 
ing. Its character is one of flirtatious pleasaiitry. Our next examination 
concerns the march, which can be either serious or droll. Its true charac¬ 
ter is heroic and fearless, yet it is not wild or running. The composer 
must form his picture by thinking of a hero, with a firm spirit that is un¬ 
seated or shaken by nothing. Such a spirit is swayed neither by clever 
arguments nor by heated passions. The picture the composer should 
bear in mind is not that of a raging fire but of courageous warmth. 

We shall let something fresh and quick follow these serious melodies, 
namely, the gigue, whose special quality is hot and hurried eagerness, 
anger that soon evaporates. The loures, or slow and dotted gigues, by 
contrast, exhibit a proud and pompous character, which makes them very 
popular in Spain. The canarie must have a very desirous quality and 
quickness, but it should be somewhat simple-minded. 

All these remarks are not aimed so much at an understanding of par¬ 
ticular dances as at the complete comprehension of the wealth contained 
in them and the clever use of this wealth. They are useful in many com¬ 
positions that are seemingly of a more important nature, especially in 
tasteful vocal music and in the expression of all kinds of passions. The 
incredible ideas that may flow from these unassuming sources are count¬ 
less. Bear this remark in mind! There are arias in gigue tempo, just as 
there are arias based on the other species of melody. This applies to the 
very effective loure type of gigue especially. With nothing more than the 
gigue I can express four important affects: anger or eagerness, pride, 
simple-minded desire, and flightiness. On the other hand, if I had to set 
open-hearted and frank words to music, I should choose no species of 
melody other than the Polish one, the polonaise. In my opinion, this is 
its quality, character, and affect. A people’s character seldom remains 
hidden in its entertainment and dances, even though it might on other 
occasions. 

Hans Lenneberg, ‘‘Johann Mattheson on Affect and Rhetoric,'^ Journal of Music Theory, II 
(1958), 47-84, 193-236, passim. Reprinted by permission. 
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The Art of Music Reduced to Rational Principles 


A major breakthrough in the investigation of sound was Joseph Sauveur’s dis¬ 
covery of the “chord of nature, ” the phenomenon of vibration we now call the 
overtone series. His findings were published in 1701, and made the basis of a 
general theory of music by Jean-Philippe Rameau (1683-1764), whose Traite de 
Vharmonie (1722) was the first musical treatise to embody the new rational em¬ 
piricism of the Baroque. For the first time the bass was recognized as a har¬ 
monic generator in theory, although it had been functioning that way in prac¬ 
tice for over a century. Rameau made harmony the center of his musical uni¬ 
verse, and was also the first to speak of chord roots and inversions. The contents 
of Rameau’s hugely important work are set out in the preface, which we give 
here in abridged form. 

However much progress music may have made until our time, it ap¬ 
pears that the more sensitive the ear has become to the marvelous effects 
of this art, the less inquisitive the mind has been about its true princi¬ 
ples. One might say that reason has lost its rights, while experience has 
acquired the certainty of authority. But if through the exposition of an ev¬ 
ident principle, from which we then draw just and certain conclusions, 
we can show that our music has attained the last degree of perfection, we 
shall know where we stand. In short, the light of reason, dispelling the 
doubts into which experience can plunge us at any moment, will be the 
most certain guarantee of success that we can expect in this art. 

Music is a science which should have definite rules; these rules 
should be drawn from an evident i^rinciple; and this principle cannot re¬ 
ally be known to us without the aid of mathematics. Notwithstanding all 
the experience I may have acquired in music from being associated with 
it for so long, I must confess that only with the aid of mathematics did my 
ideas become clear and did light replace a certain obscurity of which I 
was unaware before. Though I did not know how to distinguish the prin¬ 
ciple from the rules, the principle soon offered itself to me in a manner 
convincing in its simplicity. I then recognized that the consequences it 
revealed constituted so many rules following from this principle. The 
true sense of these rules, their proper application, their relationships, 
their sequence (the simplest always introducing the less simple, and so 
on by degrees), and finally the choice of terms: all this, I say, of which I 
was ignorant before, developed in my mind with clarity and precision. I 
could not help thinking that it would be desirable (as someone said to 
me one day while I was applauding the perfection of our modern music) 
for the knowledge of musicians of this century to equal the beauties of 
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their compositions. It is not enough to feel the effects of a science or an 
art. One must also conceive these effects in order to render them in¬ 
telligible. That is the end to which I have principally applied myself in 
the body of this work, which I have divided into four books. 

The Tirat Book contains a summary of the relationship between 
sounds, consonances, dissonances, and chords in general. The source of 
harmony is discovered to be a single sound and its most essential proper¬ 
ties are explained. We shall see, for example, how the first division of 
this single sound generates another sound, which is its octave and seems 
to be identical to the first sound, and how the latter then uses this octave 
to form all the chords. We shall see that all these chords contain only the 
source, its third, its fifth, and its seventh, and that all the diversity inher¬ 
ent in these chords derives from the power of the octave. We shall dis¬ 
cover several other properties, perhaps less interesting for practice but 
nonetheless necessary for achieving proficiency. Everything is demon¬ 
strated in the simplest manner. 

The Second Book concerns both theory and practice. The source is 
represented by the part called the bass in music, to which the epithet 
fundajnental is added. All its properties, together with those of the inter¬ 
vals, chords, and modes depending on it alone, are explained. We also 
speak of everything which may be used to make music perfect in its con¬ 
struction. To this end we recall, whenever appropriate, the reasoning 
given in the preceding book, our experience, and the authority of the 
finest authors in this field, though not sparing them when they have 
erred. As for the new ideas presented here, we shall try to justify them to 
the learned by reason, to those who follow only their ear by experience, 
and to those who show too much submission to the rules of their masters 
by pointing out the errors found there. Finally we shall try to prepare the 
reader to receive freely the rules set down here and deduced in order 
and at length in the following books. 

The Third Book contains a specific method for learning composition 
rapidly. The method has already been tested, but since we are rarely 
persuaded except by our own experience, I shall remain silent about 
this. I shall content myself with asking those to whom this method is un¬ 
familiar to see the fruits that can be derived from it before opposing it. 
Those who wish to learn are not concerned about the method used to in¬ 
struct them, as long as the method succeeds. 

No rules have yet been devised to teach composition in all its present 
perfection. Every skillful man in this field sincerely confesses that he 
owes all his knowledge to experience alone. When he wishes to share 
this knowledge with others, he is often forced to add to his lessons this 
proverb, so familiar to musicians: Caetera docehit usus- [Experience will 
teach the rest]. To this end I shall give a reasoned, precise, and distinct 
explanation of all harmony through the simple exposition of three inter- 
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vals, from which are formed two principal chords and the entire progres¬ 
sion of the fundamental bass; the latter simultaneously determines the 
progression of the other parts. Everything else depends on this simple 
explanation, which as you will see can be understood at the very first 
reading. 

The Fourth Book contains the rules of accompaniment, both for the 
harpsichord and for the organ. The position of the hand, the arrangement 
of the fingers, and everything else useful in acquiring practical facility as 
rapidly as possible is deduced there. 

The basic rules for accompanying on the harpsichord can also be 
used for other similar accompanying instruments. 

These last two books have a great deal in common, and will be useful 
to persons who wish to study either the practice of composition or that of 
accompaniment. One should also consult Book II, if one wishes to 
overlook nothing (assuming that I have forgotten nothing). I do not doubt 
that there are those who could do better than I, however, despite the 
pains I have taken to let nothing escape me, as my long discourses and 
repetitions must prove. These defects are due as much to my efforts to 
make matters clear and intelligible as to the feebleness of my intellect. 
As for Book I, it will not be of much use in practice. I have placed it at the 
beginning as proof of everything else contained in this treatise concern¬ 
ing harmony, and one should make whatever use of it one considers ap¬ 
propriate. 

Jean-Philippe Rameau, Treatise on Harmomj, trans. Philip Gossett (New York: Dover 
Publications, Inc., 1971), xxiii-xxvii. Reprinted by permission. 
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The Earliest Musical Conservatories 


The first music schools in the modern sense (as distinct from the ancient choir 
schools attached to chinches and cathedrals) sprang up in Italy, at Venice and 
Naples, in connection with charitable institutions that cared for orphans and 
foundlings. By the eighteenth century, Venice was celebrated for its four “hospi¬ 
tals” for girls, Naples for its three “conservatories” (the two words meant the 
same thing) for boys. The concerts given by the girls at Venice, where musicians 
as eminent as Vivaldi oversaw the instruction, were particularly admired. Among 
the many travelers’ reports on their prowess is this, by the historian Charles Bur¬ 
ney (1726-1814), who visited Italy in 1770. 
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Sat. Aug. 4. 

[Venice] is famous for its conservatorios or music schools, of which it 
has four, the Ospedale della Pieta, the Mendicanti, the Incurahili, and 
the Ospedaletto a St. Giovanni e Paolo, at each of which there is a per¬ 
formance every Saturday and Sunday evening, as well as on great fes¬ 
tivals. In the evening I went to that of the Pieta. The performers, both 
vocal and instrumental, are all girls; the organ, violins, flutes, violon¬ 
cellos, and even french-horns, are supplied by these females. It is a kind 
of Foundling Hospital for natural children, under the protection of sev¬ 
eral nobles, citizens, and merchants, who, though the revenue is very 
great, yet, contribute annually to its support. These girls are maintained 
here till they are married, and all those who have talents for music are 
taught by the best masters of Italy. 


Sun. Aug. 5. 

In the afternoon I went to the hospital de’ Mendicanti, for orphan girls, 
who are taught to sing and play, and on Sundays and festivals they sing 
divine service in chorus. From hence I went to the Ospedaletto. The 
performers here too are all orphan girls; one of them, la Ferrarese, sung 
very well, and had a very extraordinary compass of voice, as she was able 
to reach the highest E of our harpsichords, upon which she could dwell a 
considerable time, in a fair, natural voice. 

At the Hospitals and in Churches, where it is not allowed to applaud 
in the same manner as at the Opera, they cough, hem, and blow their 
noses, to express admiration. 


Frid. Aug. 10. 

I had this morning a long visit from Signor [Gaetano] Latilla [1711-88, 
a well-known composer at the time]. He says the Conservatories have 
been established at Venice about 200 years, as hospitals. That at first the 
girls were only taught canto firmo [Gregorian chant], and psalmody; but 
in process of time, they learned to sing in parts, and, at length joined in¬ 
struments to the Voices. He says the expense on account of the music is 
very inconsiderable, there being but 5 or 6 Masters to each of these 
schools for singing and the several instruments, as the elder girls teach 
the younger; the Maestro di Cappella [director] only composes and 
directs; sometimes, indeed, he writes down closes [cadenzas] to suit 
particular airs, and attends all the rehearsals and public performances. 


224 


The Baroque 


[Naples,^ Wed. Oct. 31. 

This morning I went with young Oliver to his Conservatorio of St. 
Onofrio, and visited all the rooms where the boys practise, sleep, and 
eat. On the first flight of stairs was a trumpeter, screaming upon his in¬ 
strument till he was ready to burst; on the second was a french-horn, 
bellowing in the same manner. In the common practising room there 
was a Dutch concert, consisting of seven or eight harpsichords, more 
than as many violins, and several voices, all performing diflPerent things, 
and in different keys: other boys were writing in the same room; but it 
being holiday time, many were absent who usually study and practise 
there together. 

The jumbling them all together in this manner may be convenient for 
the house, and may teach the boys to attend to their own parts with 
firmness, whatever else may be going forward at the same time; it may 
likewise give them force, by obliging them to play loud in order to hear 
themselves; but in the midst of such jargon, and continued dissonance, it 
is wholly impossible to give any kind of polish or finishing to their per¬ 
formance; hence the slovenly coarseness so remarkable in their public 
exhibitions; and the total want of taste, neatness, and expression in all 
these young musicians, till they have acquired them elsewhere. 

The beds, which are in the same room, seiwe as seats for the harp¬ 
sichords and other instruments. Out of thirty or forty boys who were 
practising, I could discover but two that were playing the same piece: 
some of those who were practising on the violin seemed to have a great 
deal of hand. The violoncellos practise in another room: and the flutes, 
oboes, and other wind instruments, in a third, except the trumpets and 
horns, which are obliged to fag [labor] either on the stairs, or on the top 
of the house. 

There are in this college sixteen young castrati [see next selection], 
and these live up stairs, by themselves, in warmer apartments than the 
other boys, for fear of colds, which might not only render their delicate 
voices unfit for exercise at present, hut hazard the entire loss of them 
for ever. 

The only vacation in these schools, in the whole year, is in autumn, 
and that for a few days only: during the winter, the boys rise two hours 
before it is light, from which time they continue their exercise, an hour 
and a half at dinner excepted, till eight o’clock at night; and this constant 
perseverance, for a number of years, with genius and good teaching, 
must produce great musicians. 

Percy A. Scholes (ed.), Dr. Burney’s Musical Tours in Europe (London: Oxford Univer¬ 
sity Press, 1959), 1, 112, 113-15, 121, 269-70. 
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Castrato Singers 


The leading male roles of Italian heroic opera in the seventeenth and eigh¬ 
teenth centuries were sung by men with powerful soprano and contralto voices. 
They had been operated on before puberty, so that they retained their childish 
voices as grown men. This inhuman custom did not shock most opera lovers, al¬ 
though there were moralists, especially outside of Italy, who found it objec¬ 
tionable. (On the other hand, it should be rememl)ered that even worse things, 
such as public torture and executions, were still widely accepted at the time.) 
Because the operation was forbidden by law throughout Italy, foreign travelers 
were understandably curious to know where all the castrates (or niusici, as the 
Italians called them) actually came from. Charles Burney (whom we met in the 
previous reading and will often meet again) was just such an inquisitive travel¬ 
er. 


I enquired throughout Italy at what place boys were chiefly qualified 
for singing by castration, but could get no certain intelligence. I was told 
at Milan that it was at Venice; at Venice, that it was at Bologna; but at 
Bologna the fact was denied, and I was referred to Florence; from 
Florence to Rome, and from Rome I was sent to Naples. The operation 
most certainly is against law in all these places, as well as against nature; 
and all the Italians are so much ashamed of it, that in every province they 
transfer it to some other. 

However, with respect to the Conservatories at Naples, Mr. Jemin- 
eau, the British consul, who has so long resided there, and who has made 
very particular enquiries, assured me, and his account was confirmed by 
Dr. Cirillo, an eminent and learned Neapolitan physician, that this prac¬ 
tice is absolutely forbidden in the Conservatories, and that the young 
Castrati came from Lecce in Puglia; but, before the operation is iier- 
formed, they are brought to a Conservatorio to be tried as to the probabil¬ 
ity of voice, and then are taken home by their parents for this barbarous 
purpose. It is said, however, to be death by the laws to all those who per¬ 
form the operation, and excommunication to every one concerned in it, 
unless it be done, as is often pretended, upon account of some disorders 
which may be supposed to require it, and with the consent of the boy. 
And there are instances of its being done even at the request of the boy 
himself, as was the case of the Crassetto at Rome. 

But as to their previous trials of the voice, it is my opinion that the 
cruel operation is but too frequently performed without trial, or at least 
without sufficient proofs of an improvable voice; otherwise such 
numbers could never be found in every great town throughout Italy, 
without any voice at all, or at least without one sufficient to compensate 
such a loss. Indeed all the mtisici in the churches at present are made up 
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Carlo Broschi, Known as Fartnelli. The greatest male soprano of his time. 
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of the refuse of the opera houses, and it is very rare to meet with a tolera¬ 
ble voiee upon the establishment in any chureh throughout Italy. The 
virtuosi who sing there oceasionally, upon great festivals only, are 
usually strangers, and paid by the time. 

Percy A. Scholes (ed.), Dr Burney’s Musical Tours in Europe (London: Oxford Univer¬ 
sity Press, 1959), I, 247-48. 


Obviously, only very few castrates ever l^ecanie operatic stars. And when they 
did, they generally behaved as pompously as any self-important star would, thus 
furnishing humorists with plenty of subject matter tor jokes and satirical writ¬ 
ings. Some castrates, however, were men of considerable cidture and musical ge¬ 
nius. The greatest of them by all accounts was Carlo Broschi, called “Farinelli” 
(1705-82), counselor to two Spanish kings and intimate friend of Italy’s greatest 
poet at the time, Pietro Metastasio (1698-1782). Burney met him in his retire¬ 
ment, and gave his biography as follows: 

Farinelli was born at Naples in 1705; he had his first musical educa¬ 
tion from his father. Signor Broschi, and afterwards was under [Nicola] 
Porpora [a celebrated composer, and teacher of Haydn, among others], 
who travelled with him; he was seventeen when he left that city to go to 
Rome, where, during the run of an opera, there was a struggle every 
night between him and a famous player on the trumpet, in a song accom¬ 
panied by that instrument: this, at first, seemed amicable and merely 
sportive, till the audience began to interest themselves in the contest, 
and to take different sides: after severally swelling out a note, in which 
each manifested the power of his lungs, and tried to rival the other in 
brilliancy and force, they had both a swell and a shake together, by 
thirds, which was continued so long, while the audience eagerly waited 
the event, that both seemed to be exhausted; and, in fact, the trumpeter, 
wholly spent, gave it up, thinking, however, his antagonist as much tired 
as himself, and that it would be a drawn battle; when Farinelli with a 
smile on his countenance, shewing he had only been sporting with him 
all this time, broke out all at once in the same breath, with fresh vigour, 
and not only swelled and shook the note, but ran the most rapid and dif¬ 
ficult divisions [i.e., passages], and was at last silenced only by the 
acclamations of the audience. From this period may be dated that superi¬ 
ority which he ever maintained over all his contemporaries. 

From Rome he went to Bologna. From thence he went to Venice, and 
from Venice to Vienna; in all which cities his powers were regarded as 
miraculous; but he told me, that at Vienna, where he was three different 
times, and where he received great honours from the Emperor Charles 
VI, an admonition from that prince was of more service to him than all 
the precepts of his masters, or examples of his competitors for fame: his 
Imperial Majesty condescended to tell him one day, with great mildness 
and affability, that in his singing, he neither moved nor stood still like 
any other mortal; all was supernatural. ‘Those gigantic strides, said he; 
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those never-ending notes and passages, ces notes qui ne jinissent jamais, 
only surprise, and it is now time for you to please; you are too lavish of 
the gifts with which nature has endowed you; if you wish to reach the 
heart, you must take a more plain and simjile road.’ These few words 
brought about an entire change in his manner of singing; from this time 
he mixed the pathetic with the spirited, the simple with the sublime, 
and, by these means, delighted as well as astonished every hearer. 

In the year 1734, he came to England, where every one knows who 
heard, or has heard of him, what an effect his surprising talents had upon 
the audience: it was ecstasy! rapture! enchantment! 

On his arrival here, at the first private rehearsal at Cuzzoni’s apart¬ 
ments [Cuzzoni was the great prima donna playing opposite him that 
season]. Lord Cooper, then the principal manager of the opera under 
Porpora, observing that the band did not follow him, but were all gaping 
with wonder, as if thunder-struck, desired them to be attentive; when 
they all confessed, that they were unable to keep pace with him: having 
not only been disabled by astonishment, but overpowered by his talents. 

In the famous air Son qiial Nave, which was composed by his brother, 
the first note he sung was taken with such delicacy, swelled by minute 
degrees to such an amazing volume, and afterwards diminished in the 
same manner to a mere point, that it was applauded for full five minutes. 
After this he set off with such brilliancy and rapidity of execution, that it 
was difficult for the violins of those days to keep pace with him. In short, 
he was to all other singers as superior as the famous horse Childers was 
to all other running-horses; but it was not only in speed that he excelled, 
for he had now every excellence of every great singer united. In his 
voice, strength, sweetness, and compass; and in his style, the tender, the 
graceful, and the rapid. Indeed he possessed such powers as never met 
before, or since, in any one human being; powers that were irresistible, 
and which must have subdued every hearer; the learned and the igno¬ 
rant, the friend and the foe. 

With these talents he went into Spain in the year 1737, with a full 
design to return to England; but the first day he performed before the 
king and queen of Spain, it was determined that he should be taken into 
the services of the court, to which he was ever after wholly appropriated, 
not being once suffered to sing again in public. A pension was then 
settled on him of upwards of £.2000 sterling a year. 

He told me, that for the first ten years of his residence at the court of 
Spain, during the life of Philip the Vth, he sung every night to that 
monarch the same four airs. 

When the present king of Spain [Charles III] ascended the throne, 
he was obliged to quit that kingdom, but a good pension was still con¬ 
tinued, and he was allowed to bring away all his effects. 

After visiting Naples, the place of his nativity, he settled at Bologna 
in 1761, in the environs of which city he built himself a splendid man¬ 
sion, which in Italy is called a palazzo. Here he resided the rest of his 
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life, in the true enjoyment of affluent leisure; respected by the inhabi¬ 
tants of Bologna; visited by illustrious travellers; and still enjoying the 
smiles of fortune, though denied the blandishments of a court. This ex¬ 
traordinary musician, and worthy man, died in 1782. 

Scholes, Dr. Burney, I, 153-55; and Charles Burney, A General History of Music, ed. 
Frank Mercer (New York: Dover Publications, Inc., 1957), II, 790, 817. 
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The Conventions of the Opera Seria 


The dominant form of Italian opera, as it developed through exposure to the 
realities of public taste in the later seventeenth century, evolved a whole body of 
conventions that were felt to be inviolable if the singers, and therefore the 
operas, were to succeed. And since this opera seria (“serious opera,’’ in that it 
dealt with noble, if stereotyped, heroes and heroines) was the only living, popu¬ 
lar form of drama in Italy from about 1700 to 1750, even the best dramatists, such 
as Apostolo Zeno (1668-1750) and Pietro Metastasio (see p. 227), adhered 
closely to its conventions, or “rules,” in writing their librettos. These “rules” 
were absurd enough (if seen from a purely dramatic point of view, divorced from 
the singing) to provoke much criticism and laughter. Here is an amusing attack 
upon them from the reminiscences of Carlo Goldoni (1707-93), who began his 
career unsuccessfully as an opera seria librettist, only to become, in his later 
years, Italy’s first really popular playwright as well as a favorite librettist of comic 
operas. The year was 1732. Goldoni had just been admitted to the bar in his na¬ 
tive Venice; but, finding no clients, he spent his time composing a dramina per 
musica (or serious libretto) entitled Amalasunta. Soon he found himself so 
deeply in debt that he had to flee Venice. 

But where to, with what means, and what was I to do outside of 
Veniee? All my hopes were founded on my Amalasunta. I deeided to 
take it to Milan, thinking that the impresarios of the famous Theater 
would pay me well for it, would eommission me to write more, and that 
in a short while I should have obtained eredit and made my fortune. It 
happened to be the Carnival season [when I arrived there], and the The¬ 
ater was presenting Metastasio’s Demofoonte, and the prineipal part in 
the Drama was being played by the eelebrated [eastrato] Caffariello, 
whom I had met in Veniee. The Direetor and eomposer of the Ballets 
was Signor Gaetan Grossa-Testa. I knew this exeellent man and his kind 
Spouse, Signora Maria; so that, through these three aequaintanees and 
the merits of my Drama, I hoped the Impresarios would aecept it, and 
pay me handsomely for it. Therefore, having ehosen a Friday, when 
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there are no performances at the Theater, I paid a visit to that expert 
Ballerina and found there, besides her Husband, Caffariello and some 
others of her acquaintance, among them the Milanese Nobleman Count 
Prata, a great connoisseur of the Theater and amateur of music and theat¬ 
rical poetry. When I made my wish known to them, they all offered to 
lend me their support; but they wisely suggested that, before exposing 
the Drama to the judgment of the impresarios, it would be well to expose 
it to that of my friends. Since there was nothing I wished for more 
eagerly than to read my Composition, I pulled it out of my pocket, and 
begged them to give me their attention. These listeners were neither er¬ 
udite nor learned; but, being schooled by practice, and finding that my 
Drama did not accord with the rules, they began to grow weary. Some 
yawned, others whispered among themselves, and one Castrato, who 
played the smallest role in Demofoonte, took a sheet of music and began 
singing in an undertone. Afire with enthusiasm and anger, I now 
declaimed louder to oblige them to listen more attentively, but this only 
made some of them laugh and others grow impatient, and it vexed the 
Lady of the house, who urged them, in vain, to be silent. At last, with the 
kindest and most civil apologies, she begged me to save the rest for 
another occasion. I thanked her for her courtesy, but being piqued, es¬ 
pecially with the Castrates, made ready to leave at once. Count Prata 
kindly requested me to accompany him to another room, and obliged me 
to read him the rest. I did so the more willingly, in that I hoped his ap¬ 
proval might render me the justice I had been denied by the rudeness of 
the others. He listened to the whole Work patiently; and this, approxi¬ 
mately, is what he said to me when I had finished: 

“Your Work, if it were written differently, might make a good Trage¬ 
dy; but the Dvamma per inusica, in itself an imperfect [type of] Com¬ 
position, has been subjected by custom to certain rules—contrary, it is 
true, to those of Aristotle, Horace, and all who have treated of Poetics, 
but necessary if it is to serve the Music, the Actors, and the Composers. 
The profound Apostolo Zeno, the mellifluous, elegant, most learned 
Metastasio have conformed to those rules, and what might seem a fault 
in a regular Tragedy becomes a thing of beauty in a Draintna per 
rnusica. Read the two above-mentioned Authors attentively, and you 
will gain some notion as to the nature of the Drama we are discussing, 
and you will mark its rules. I will indicate some of the main ones, 
whose absence disgusted the Castrates who were listening to you. The 
leading male soprano, the leading lady, and the tenor, who are the prin¬ 
cipal Actors of the Drama, must each sing five arias: one pathetic, one 
virtuosic, one speech-like, one of mixed character, and one brilliant. 
The second male and second female must each have four, and the last 
male three, and a seventh character the same numlier, should the Work 
require him; for (by-the-bye) there cannot be more than six or seven 
characters in it, and you have nine in your Drama. The seconds are al¬ 
ways demanding that they, too, be given pathetic arias, but the firsts 
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will not hear of it, and if the Scene itself is pathetic, their aria can only 
be, at the very most, of mixed character. The principal Actors’ fifteen 
arias must be so distributed that no two of the same color shall follow 
upon each other’s heels, and the other Actors’ arias serve to provide the 
chiaroscuro [i.e., the contrast]. You make a character sing and then 
remain onstage, and this is against the rules. On the other hand, you 
allow a principal Actor to exit without singing an aria, and this again is 
against the rules. You have only three Scene changes in your Drama, 
whereas six or seven are required. The third Act of your Drama is the 
best in tbe Work, but this too is against the rules ...” 

I could contain myself no longer; I rose to my feet with uninten¬ 
tional vehemence, apologized, thanked him for his friendly admonish¬ 
ments, and concluded by saying that, as I was horrified by the rules of 
the Drama, I was quite determined never to write one again. In taking 
my leave of the Nobleman I begged him, as a friend of the House, to 
have me shown out so that I shoidd not need to re-enter the parlor. 
This he did. I returned to my hotel, ordered a fire, and with unabated 
bitterness burnt my Amalasunta piecemeal. 

Carlo Goldoni, Tiitte Ic opere, ed. G. Ortolani (Milan: Mondadori, 1935-56), 1,682,687-89. 
Trans. P. W. 


63 

Opera Audiences in Eighteenth-Century Italy 


The San Carlo opera house, built with astounding speed within seven months 
in 1737 and still functioning today, was the showplace of Italian opera in the 
kingdom of Naples. The behavior of Italian opera audiences was a source of 
wonderment to foreign visitors (see p. 235 for further details); the present 
description is from a little-known book by Samuel Sharp, a first-rate surgeon 
(though he was unable to keep Handel from going blind) and, like so many 
Englishmen of his time, an accomplished amateur musician. 


Naples, Nod. 1765. 

SIR, 

A Stranger, upon his arrival in so large and celebrated a city as Naples, 
generally makes the publick spectacles his first pursuit. These consist of 
the King’s Theatre, where the serious Opera is performed, and of two 
smaller theatres, called Teatro Nuovo, and the Teatro dei Fiorentini, 
where they exhibit burlettas [i.e., comic opeias] only. There is also a lit¬ 
tle dirty kind of a play-house, where they perform a comedy every night. 
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Am Opera Seria in Progress, The theater is the Teatro Regie in Turin, the date 
1740, but the situation is characteristic of any large opera house in eighteenth- 
century Italy. On stage, some of the principal singers: the heroine weeping (her 
train held by two pages), the hero (guarded by four soldiers) kneeling and about 
to sing an “aria in chains’" (one of the standard types of aria) to his captor, who 
dominates the scene. The costumes are operatic “Roman.” In the pit, two harp¬ 
sichordists: at the left the composer (in the picture, Francesco Feo), his eyes on 
the singers, whom it is his function to direct; at the right, the local “maestro al 
cembalo,” coordinating the instrumental playing (note the thorough bass con¬ 
tingents grouped around both harpsichords, and, at the far left, the two French 
horn players brought in for this scene). The members of the audience are just as 
busy as the performers, though in a myriad different ways that deserve close ex¬ 
amination. Through all this, oranges and liquid refreshment are being offered 
for sale. (Oil painting by Pietro Domenico Olivero. The opera being performed 
is Feo’s Arsace.) Turin, Miiseo Civico 
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though the Drama has so little encouragement at Naples, that their come¬ 
dies are seldom frequented by any of the gentry. 

The King s Theatre, upon the first view, is, perhaps, almost as re¬ 
markable an object as any a man sees in his travels: I not only speak from 
my own feeling, but the declaration of every foreigner here. The amaz¬ 
ing extent of the stage, with the prodigious circumference of the boxes, 
and height of the ceiling, produce a marvellous effect on the mind, for a 
few moments; but the instant the Opera opens, a spectator laments this 
striking sight. He immediately perceives this structure does not gratify 
the ear, how much soever it may the eye. The voices are drowned in this 
immensity of space, and even the orchestra itself, though a numerous 
band, lies under a disadvantage; It is true, some of the first singers may 
be heard, yet, upon the whole, it must be admitted, that the house is bet¬ 
ter contrived to see, than to hear an Opera. 

There are some who contend, that the singers might be very well 
heard, if the audience was more silent; but it is so much the fashion at 
Naples, and, indeed, through all Italy, to consider the Opera as a place of 
rendezvous and visiting, that they do not seem in the least to attend to 
the musick, but laugh and talk through the whole performance, without 
any restraint; and, it may be imagined, that an assembly of so many 
hundreds conversing together so loudly, must entirely cover the voices 
of the singers. 

Notwithstanding the amazing noisiness of the audience, during the 
whole performance of the Opera, the moment the dances begin, there is 
a universal silence, which continues so long as the dances continue. 
Witty people, therefore, never fail to tell me, the Neapolitans go to see, 
not to hear an Opera. A stranger, who has a little compassion in his 
breast, feels for the poor singers, who are treated with so much indiffer¬ 
ence and contempt; He almost wonders that they can submit to so gross 
an affront; and I find, by their own confession, that however accustomed 
they be to it, the mortification is always dreadful, and they are eager to 
declare how happy they are when they sing in a country where more at¬ 
tention is paid to their talents. 

The Neapolitan quality rarely dine or sup with one another, and 
many of them hardly ever visit, but at the Opera; on this account they 
seldom absent themselves, though the Opera be played three nights suc¬ 
cessively, and it be the same Opera, without any change, during ten or 
twelve weeks. It is customary for Gentlemen to run about from box to 
box, betwixt the acts, and even in the midst of the performance; but the 
Ladies, after they are seated, never quit their box the whole evening. It 
is the fashion to make appointments for such and such nights. A Lady re¬ 
ceives visitors in her box one night, and they remain with her the whole 
Opera; another night she returns the visit in the same manner. In the in¬ 
tervals of the acts, principally betwixt the first and second, the proprietor 
of the box regales her company with iced fruits and sweet meats. 

Besides the indulgence of a loud conversation, they sometimes form 
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themselves into card parties; but, I believe, this custom does not prevail 
so much at present, as it did formerly, for I have never seen more than 
two or three boxes so occupied, in the same night. 

The men in the pit do not, upon the whole, make a good figure; for 
though there are many officers, who are well drest, yet they and the 
Gentlemen are much the smaller portion of the company there. There is 
a vulgar set of men who frequent the pit, and another set still more 
vulgar, who pay nothing for their entrance, such as the upper servants of 
the Ladies who have boxes, the upper servants of ambassadors, and 
sometimes, for a small fee to the door-keepers, those servants introduce 
their friends. It is not to be omitted, amongst the objections to the im¬ 
mense largeness of the house and stage, that, in windy weather, you 
would imagine yourself in the streets, the wind blows so hard both in the 
pit and boxes; and this seldom happens without causing colds and 
fevers. 

The impressario, or manager, is bound to very bad terms, so that his 
profits are inconsiderable, and sometimes he is a loser. 

You will wonder how I became possessed of these particulars; ac¬ 
cident threw them in my way, and you may depend on their authenticity. 

Samuel Sharp, Letters from Italy, 3rcl ed. (London, 1767), 77-79, 82-84, 92-93. 
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Domenico Scarlatti at the Harpsichord 


Burney, in his General History of Music, has presewed for us this rare bit of 
oral history—an account of the first meeting between a talented young English 
musician, Thomas Roseingrave (1690-1766), and the only slightly older master 
harpsichordist Domenico Scarlatti (1685-1757), who at the time had just 
completed his studies with the famous composer Francesco Gasparini. In later 
years, Roseingrave was to become a champion of Scarlatti’s haipsichord music in 
England. 

Thomas, being regarded as a young man of uncommon dispositions 
for the study of his art, was honoured by the chapter of St. Patrick’s [in 
Dublin] with a pension, to enable him to travel for improvement; and 
about the year 1710 he set off for Italy. Being arrived at Venice in his way 
to Rome, as he himself told me, he was invited, as a stranger and a virtuo¬ 
so, to an academia [i.e., a concert, see p. 211] at the house of a nobleman, 
where, among others, he was requested to sit down to the harpsichord 
and favour the company with a toccata, as a specimen della sua virtu [of 
his ability]. And, says he, “finding myself rather better in courage and 
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finger than usual, I exerted myself, my dear friend, and fancied, by the 
applause I received, that my performance had made some impression on 
the company. After a cantata had been sung by a scholar of Fr. Ga- 
sparini, who was there to accompany her, a grave young man dressed in 
black and in a black wig, who had stood in one corner of the room, very 
quiet and attentive while Roseingrave played, being asked to sit down to 
the harpsichord, when he began to play. Rosy said, he thought ten 
hundred d[evi]ls had been at the instrument; he never had heard such 
passages of execution and effect before. The performance so far sur¬ 
passed his own, and every degree of perfection to which he thought it 
possible he should ever arrive, that, if he had been in sight of any in¬ 
strument with which to have done the deed, he should have cut off his 
own fingers. Upon enquiring the name of this extraordinary perfonner, 
he was told that it was Domenico Scarlatti, son of the celebrated Cavalier 
Alessandro Scarlatti [1660-1725; outstanding composer of opera]. 
Roseingrave declared he did not touch an instrument himself for a 
month; after this rencontre, however, he became very intimate with the 
young Scarlatti, followed him to Rome and Naples, and hardly ever 
quitted him while he remained in Italy. 

Charles Burnev, A General Histonj of Music, ed. Frank Mercer (New York: Dover Publica¬ 
tions, Inc., 1957), II, 704. 
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A Travelers Impressions of Vivaldi 


The following excerpts are taken from the travel diaries of a young German law 
student, J. F. A. von Uffenbach, who in later years became a great patron of music 
and musicians in his native Frankfurt. Soon after arriving in Venice, he visited 
the city's largest opera house: unfortunately, like most foreigners, he chose a par¬ 
terre seat, not knowing that it was an old Venetian custom for the public in the 
loges to take aim and spit on the people below. The next time Uffenbach went to 
an opera he was, as we shall see, a wiser man; and it was on this occasion that he 
first saw and heard Vivaldi, with whom he later became personally acquainted. 
These diary entries are among the very few first-hand accounts we have of the 
composer, and they show him in several of his manifold activities—as opera 
manager, opera composer, violin virtuoso, violin teacher, and composer (and 
salesman) of concerti grossi. When we remember that he also rehearsed and 
directed the regular concerts at one of Venice's famous conservatories (see p. 
222), we will have some idea of how busy a composer could be in those days. 

Venice, February 4th, 1715. I remained [at the masked ball] until it was 
time to go to the opera, then went with several acquaintances to the St. 
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Angelo theater, which is smaller and not so elegant as the one I 
described earlier. The manager of this theater is the famous Vivaldi, who 
was also the composer of the opera, which was very good indeed and a 
fine spectacle too; the machines, however, were not as sumptuous as 
those at the other theater, and the orchestra was not as large, but well 
worth hearing nevertheless. Fearing lest we should be mistreated and 
spat upon as we were the first time, we took an inexpensive loge and 
proceeded to avenge ourselves upon those in the parterre according to 
local custom, just as had been done to us the last time, even though I had 
thought it utterly impossible for me to do this. Towards the end [of the 
opera], Vivaldi played an admirable solo to accompany an aria, at the 
conclusion of which he added an improvisation that really frightened 
me, for I doubt anything like it was ever done before, or ever will be 
again: he came to within a hairsbreadth of the bridge, leaving no room 
for the bow, and this on all 4 strings, with imitations and at an incredible 
speed. He astonished everyone with this, although to say it touched me 
would not be true, because it was not as agreeable to listen to as it was 
cunningly contrived. 

Wednesday, March 6th, 1715. Vivaldi, the famous composer and violin 
player, came to see me, for I had repeatedly left word at his house 
requesting him to do so. I had spoken of certain concerti grossi which I 
wished to obtain and had ordered them from him; and I had also sent 
him (since he belongs to the musical ti ibe) several bottles of wine. And 
so he let me hear his very difficult and quite inimitable improvisations 
on the violin; and I was compelled to admire his dexterity the more at 
close quarters, although I saw quite clearly that, while he played extra 
difficult and colorful things, he did so with no great charm or tune¬ 
fulness. 

Saturday, March 9th, 1715. Vivaldi came to see me this afternoon and 
brought me what I had ordered, namely 10 concerti grossi, some of 
which, as he said, he had composed expressly for me; and so that I might 
hear them better, he wished to teach them to me at once and come to see 
me from time to time; and so we made a beginning today. [As it happens, 
Uffenbach left Venice a few days later, or we might have had a fascinat¬ 
ing record of Vivaldi’s teaching.] 

Eberhard Preussner, Die musikalisclien Reisen des Uerrn von Uffenifach (Kassel: 
Barenreiter-Verlag, 1949), 67, 71. Trans. P. W. 
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Couperin on His Pieces de Clavecin 


Francois Couperin s harpsichord pieces are often regarded as prime examples of 
Rococo style, in which the heroic dimensions of the Baroque were cut down to a 
more human scale, and where a graceful decorativeness and sweet intimacy of 
expression were prized above all. Couperin’s preface to his first book of Pieces de 
clavecin (Paris, 1713) aptly reflects these concerns in its insistence on expressive 
playing even on the refractory harpsichord: it is better to be moved than to be as¬ 
tonished. Vivaldi (see the preceding selection) might not have agreed. 

I found it impossible to satisfy the public’s wishes sooner by present¬ 
ing them with my engraved pieces: I hope they will not suspect me of 
having affected the delay in order to increase their curiosity, and trust 
they will forgive the slowness of my labor for precision’s sake. Everyone 
knows it is in the author’s best interest to issue a correct edition of his 
works, when these have been so fortunate as to find favor: for, while flat¬ 
tered by the applause of connoisseurs, he can only be pained by the ig¬ 
norance and mistakes of the copyists—a common fate of sought-after 
manuscripts. 

I should have liked to busy myself long ago with the printing of my 
pieces. Yet some of the occupations that prevented me from doing so 
have been too honorable for me to permit me to complain of them; for 
the past twenty years I have bad the honor to belong to the King and to 
instruct, nearly at the same time, my lord the Dauphin-Duke of 
Burgundy and six Princes or Princesses of the Royal Family: these oc¬ 
cupations, those in Paris, and several illnesses must be my reasons for 
not finding time to compose a greater number of pieces, since seventy 
appear in this book and I propose to issue a second volume at the end of 
the year. In composing all these pieces I have always had an object, 
prompted by various circumstances; thus the Titles correspond to the 
ideas I had, which I trust I may be exempted from explaining: yet, as 
among these Titles some will appear to flatter me [i.e., those bearing the 
names of noble patrons], it should be remarked that the pieces thus 
inscribed are, as it were, portraits that have sometimes been found to be 
reasonably good likenesses under my hands, and that the greater part of 
those advantageous Titles were intended for the gracious originals I 
have tried to portray, rather than for my copies of them. This first Book 
has cost more than a year’s labor; I have spared neither expense nor 
pains on it; and only that extreme care can account for the intelligence 
and accuracy that will be seen in the engraving. 

I have included all the necessary embellishments. I have observed 
the just value of the beats and notes in the vertical alignment; and ac- 
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cording to the abilities and age of individuals, there will be found pieces 
of varying difficulty, within the reach of excellent, middling, and weaker 
hands. Experience has taught me that vigorous hands, able to execute 
the quickest, lightest things, are not alway the most successful in tender 
and sensitive pieces, and I will candidly confess that I like that which 
stirs my feelings much better than that which astonishes me. 

The Harpsichord is perfect as to its compass and is brilliant in itself; 
but as it is impossible to swell or diminish its tones, I shall always be 
thankful to those who, by means of infinite artistry borne up by good 
taste, shall succeed in making the instrument capable of expression: that 
was my ancestors’ endeavor, apart from the good workmanship of their 
compositions: I have attempted to perfect their discoveries: their works 
continue to be fiwored by persons of exquisite taste. 

As for my pieces, their novel and diversified character has caused 
them to be favorably received by the world; and I hope that those which 
I now issue for the first time will enjoy the same success as those which 
are familiar. 

“CEuvres” completes de Franqois Couperin, ed. Maurice Cauchie, 11 (Paris: Editions de 
I’Oiseau Lyre, 1932), 9-11. Trans. P. VV. 
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The Piano Is Invented 


Most musical instruments evolved gradually over the ages. The piano (short for 
‘‘pianoforte/’ or “soft-loud”) was invented in 1709, or possibly a year or two 
earlier, by Bartolomeo Cristofori (1655-1731), instrument maker and, later, cu¬ 
rator of instruments to the Grand Dukes of Tuscany. His workshop was most 
probably in the Uffizi Palace in Florence. The invention was announced and 
described in 1711 by the seholar and poet Scipione Maffei; yet, despite the im¬ 
portance of this publication (and of a German translation, published in 1725), 
the new instrument gained very little ground in the following years (see C.P.E. 
Baeh’s mention of it on p. 269). No doubt the technique of playing it must have 
seemed unnecessarily treacherous to performers who were used to eontrolling the 
duration of notes, but not their volume. It was not until the last deeades of the 
eighteenth century, when shifting dynamics became an essential part of 
musical expression, that the piano came into its own. And by then Cristofori 
had been forgotten. The first half of Maffei’s article follows. The rest is devoted 
to a minute description of the new instrument’s mechanism, complete with 
diagram (see the illustration). 
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New Invention of a Harpsichord with the Piano and the Forte; 
Also Some Remarks upon Musical Instruments 

If the value of inventions is to be measured by the novelty and the dif¬ 
ficulty, that of which we are now to give an account is certainly not infe¬ 
rior to any that has been discovered for a long time. It is known to every 
one who delights in music that one of the principal means by which the 
skillful in that art derive the secret of especially delighting those who lis¬ 
ten is the piano and forte in the theme and its response, or in the gradual 
diminution of tone, little by little, and then returning suddenly to a loud 
manner; which artifice is frequently used, and with marvelous effect, in 
the great concerts of Rome, to the incredible delight of such as enjoy the 
perfection of this art. Now, of this diversity and alteration of tone, in 
which instruments played by the bow especially excel, the harpsichord 
is entirely deprived, and it would have been thought a vain endeavor to 
propose to make it so that it should participate in this power. Neverthe¬ 
less, so bold an invention has been no less happily conceived than ex¬ 
ecuted in Florence, by Signor BARTOLOMMEO CRISTOFALI [sic] of 
Padua, harpsichordist in the service of the most serene Prince of Tus¬ 
cany. He has already made three, of the usual size of other harpsichords, 
and they have all succeeded to perfection. The production of greater or 
less sound depends on the degree of power with which the player 
presses on the keys, by regulating which, not only the piano and forte are 
heard, but also the gradations and diversity of the sound, as in a violon¬ 
cello. Some professors [i.e., professionals] have not given to this inven¬ 
tion all the praise it deserves; because, in the first place, they did not see 
how much ingenuity was required to overcome the difficulty, and what 



The First Piano. This diagram accompanied Scipione MafFei’s account of Cris- 
tofori’s invention in the Giornale de’ letterati dTtalia, V (1711), 158. 
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mai'velous delicacy of hand was required to adjust it with so much nice¬ 
ty; and, secondly, because it appeared to them that the tone of such an 
instrument was more soft and less distinct than the ordinary ones; but 
this is a feeling that arises upon first placing one’s hands upon it, because 
we are accustomed to the silvery tone of other harpsichords; but in a 
short time the ear so adapts itself, and becomes so fond of it, that it never 
tires of it, and the common harpsichord no longer pleases; and we must 
add that it sounds yet more sweet at some distance. It has further been 
objected to this instrument that it has not a powerful tone, and not quite 
so loud as other harpsichords. To this may be answered, first, that it has 
more power than they imagine, if anyone who wishes and knows how to 
use it will strike the keys briskly; and, secondly, that one should consid¬ 
er things for what they are, and not expect the same means to be 
employed to a different end. 

This is properly a chamber instrument and is therefore not suitable 
for church music or for a large stage. How many instruments are there, 
used on such occasions, which nevertheless are esteemed among the 
most agreeable? It is certain that, to accompany a singer and to support 
another instrument, or even in a moderate consort, it succeeds perfectly; 
although this is not its principal intention, but rather to be played alone, 
like the lute, the harp, viols of six strings, and other most sweet in¬ 
struments. But, indeed, the greatest cause of opposition which this new 
instrument has encountered is the general want of knowledge of how, at 
first, to play it; because it is not sufficient to know how to play peifectly 
upon the ordinary keyboard instruments, but, being a new instrument, it 
requires a person who, understanding its capabilities, shall have 
devoted some particular study to it, so as to regulate the different 
amounts of pressure required on the keys, the delicate nuances, the 
time, the place, as well as to choose suitable, delicate pieces for it, es¬ 
pecially to differentiate and lead the parts, that the subject may be heard 
distinctly in each. 

Edward F. Rimbault, Tfie Pianoforte, Its Oritiin, Progress, ir Construction ... (London, 
1860), 95-97. 
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Addison and Steele Poke Fun at 
Handel’s First London Opera 


Opera was always an easy target for men of letters (see St.-Evremond, p. 201). 
To be sure, much of the criticism was prompted by envy over opera’s hold on 
audiences. In the ease of Joseph Addison, who, with Richard Steele, founded 
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the Spectator in 1711, there was also some personal bitterness: he had been un¬ 
successful with his own attempt at an English libretto. And so when Handel 
pioduced his fiist London opera, Rinaldo, with the great castrato Nicolini in the 
title role, and fashionable London capitulated to the charms of Italian opera, 
Addison and Steele were ready to contribute their hit to the ever-growing liter¬ 
ature of operatic satire. 


From the Spectator, March 6, 1711: 

An Opera may be allowed to be extravagantly lavish in its Decorations, 
as its only Design is to gratify the Senses, and keep up an indolent Atten¬ 
tion in the Audience. Common Sense however requires, that there 
should be nothing in the Scenes and Machines which may appear Child¬ 
ish and Absurd. How would the Wits of King Charles’s Time have 
laughed to have seen Nicolini exposed to a Tempest in Robes and Er¬ 
mine, and sailing in an open Boat upon a Sea of Paste-Board? 

As I was walking in the Streets about a Fortnight ago, I saw an ordi¬ 
nary Fellow carrying a Cage full of little Birds upon his Shoulder; and, as 
I was wondering with my self what Use he would put them to, he was 
met very luckily by an Acquaintance, who had the same Curiosity. Upon 
his asking him what he had upon his Shoulder, he told him, that he had 
been buying Sparrows for the Opera. Sparrows for the Opera, says his 
Friend, licking his Lips, what,? are they to be roasted? No, no, says the 
other, they are to enter towards the end of the first Act, and to fly about 
the Stage. 

This strange Dialogue awakened my Curiosity so far, that I immedi¬ 
ately bought [the libretto of] the Opera, by which means I perceived 
that the Sparrows were to act the part of Singing Birds in a delightful 
Grove: though upon nearer Enquiry I found the Sparrows put [a] Trick 
upon the Audience; for, though they flew in Sight, the Musick pro¬ 
ceeded from a Consort of Flageolets and Birdcalls which was planted 
behind the Scenes. The Opera of Rinaldo is filled with Thunder and 
Lightning, Illuminations, and Fireworks; which the Audience may look 
upon without catching Cold, and indeed without much Danger of being 
burnt; for there are several Engines filled with Water, and ready to play 
at a Minute’s Warning, in case any such Accident should happen. How¬ 
ever, as I have a very great Friendship for the Owner of this Theatre, I 
hope that he has been wise enough to insure his House before he would 
let this Opera be acted in it. 

I shall give you a Taste of the [librettist’s] Italian, from the first Lines 
of his Preface. Behold, gentle Reader, the Birth of a few Evenings, which 
tho’ it be [born in] the Night, is not the Abortive of Darkness, but will 
make itself known to be the Son of Apollo, with a certain Ray of Par¬ 
nassus. He afterwards proceeds to call Seignor Hendel the Orpheus of 
our Age, and to acquaint us, in the same Sublimity of Stile, that he Com- 
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posed this Opera in a Fortnight. Such are the Wits, to whose Tastes we 
so ambitiously conform our selves. 

But to return to the Sparrows; there have been so many Flights of 
them let loose in this Opera, that it is feared the House will never get rid 
of them; and that in other Plays they may make their Entrance in very 
wrong and improper Scenes besides the Inconveniences which the 
Heads of the Audience may sometimes suffer from them. 

C. [Joseph Addison] 


From the Spectator, March 16, 1711: 

The Undertakers at the Hay-Market [Theatre], having raised too great 
an Expectation in their printed Opera [libretto], very much disappoint 
their Audience on the Stage. 

The King of Jerusalem is obliged to come from the City on foot, in¬ 
stead of being drawn in a triumphant Chariot by white Horses, as my 
Opera-Book had promised me; and thus while I expected Armida's 
Dragons should rush forward towards Argantes, I found the Hero was 
obliged to go to Armida, and hand her out of her Coach. We had also but 
a very short Allowance of Thunder and Lightning; th’ I cannot in this 
Place omit doing Justice to the Boy who had the Direction of the Two 
painted Dragons, and made them spit Fire and Smoke: He flash’d out his 
Basin [resin candle] in such just Proportions and in such due Time, that 
I could not forbear conceiving Hopes of his being one Day a most ex¬ 
cellent Player. I saw indeed but Two things wanting to render his whole 
Action compleat, I mean the keeping his Head a little lower, and hiding 
his Candle. 

The Sparrows and Chaffinches at the Hay-Market fly as yet very ir¬ 
regularly over the Stage; and instead of perching on the Trees and per¬ 
forming their Parts, these young Actors either get into the Galleries or 
put out the Candles. 

As to the Mechanism and the Scenary [s/c] at the Hay-Market the 
Undertakers forgetting to change their Side-Scenes, we were presented 
with a Prospect of the Ocean in the midst of a delightful Grove; and tho’ 
the Gentlemen on the Stage had very much contributed to the Beauty of 
the Grove by walking up and down between the Trees, I must own I was 
not a little astonished to see a well-dressed young Fellow, in a full-bot- 
tom’d Wig, appear in the midst of the Sea, and without any visible Con¬ 
cern taking Snuff. 

I am, he. 

R. [Sir Richard Steele] 

Otto Erich Deutsch, Handel: A Dociimenlanj Biofirapliy (London: A. & C. Black, 1955), 
35-37. 
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Some Contemporary Documents 
Relating to HandeVs Oratorios 


The following bits and pieces from O. E. Dentsch’s admirable Handel: A Docu¬ 
mentary Biography have been chosen to show how Handel’s oratorios were 
presented to the public and how they were received. It was from the very begin¬ 
ning a ticklish question, how to present a sacred story in the profane setting of a 
public theater or opera house. There is a story, not documented, that the Bishop 
of London would not allow Handel’s first oratorio, Esther, to be staged in cos¬ 
tume and acted. Whether that story is true or not, Handel took every precaution 
not to oflFend the more conservative element in his audience. Here is the an¬ 
nouncement of the first public performance of Esther under the composer’s own 
direction (from the Daily Journal, 19 April 1732); 

By His Majesty’s Command. 

At the King’s Theatre in the Hay-Market, on Tuesday the 2d Day of 
May, will be performed. The Sacred Story of Esther; an Oratorio in 
English. Formerly composed by Mr. Handel, and now revised by him, 
with several Additions, and to be performed by a great Number of the 
best Voices and Instruments. 

N.B. There will be no Action on the Stage, but the House will be fit¬ 
ted up in a decent Manner, for the Audience. The Musick [i.e., 
musicians] to be disposed after the Manner of the Coronation Service 
[in a semicircle]. 

Tickets to be delivered at the Office of the Opera house, at the usual 
prices. 

Concert presentation, with no acting, became the rule for all of Handel’s ora¬ 
torios. Even so, as we shall see, there were objeetions on religious grounds. 
Meanwhile here is a glimpse of the great man at work on one of his greatest ora¬ 
torios, Saul. The report is from a letter by his none-too-respectful librettist, 
Charles Jennens. 


Queen’s Square, London, 19 September 1738. 

Mr. Handel’s head is more full of maggots than ever. I found yester¬ 
day in his room a very queer instrument which he calls carillon. ’Tis 
played upon with keys like a Harpsichord and with this Cyclopean in¬ 
strument he designs to make poor Saul stark mad. His second maggot is 
an organ of £.500 price which (because he is overstocked with money) he 
has bespoke of one Moss of Barnet. This organ, he says, is so constructed 
that as he sits at it he has a better command of his performers than he 
used to have, and he is highly delighted to think with what exactness his 
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Oratorio will be performed by the help of this organ; so that for the fu¬ 
ture instead of beating time at his oratorios, he is to sit at the organ all the 
time with his back to the Audience. I could tell you more of his maggots; 
but it grows late and I must defer the rest till I write next, by which time, 
I doubt not, more new ones will breed in his Brain. 

The remark about money is sarcastic—Handel had to work very hard for his liv¬ 
ing. Both “maggots” were in fact brilliant inspirations. The use of the carillon in 
Saul gives the scoring a surprisingly exotic touch, perfectly in keeping with the 
Biblical story. And the specially designed organ enabled Handel to accompany 
and at the same time direct the music without rising from his seat. There was 
more laughter at his expense when it became known in fashionable London that 
he had applied to the King’s Master of the Ordnance for a pair of the biggest ket¬ 
tledrums in existence; a nobleman (Lord Wentworth) mentioned it in a letter to 
his father: 


London, January 13, 1739 

I hear Mr. Handell has borrow’d of the Duke of Argylle a pair of the 
largest kettle-drums in the Tower, so to be sure it will be most excessive 
noisy with a bad set of singers; I doubt it will not retrieve his former 
losses. 

Yet the “Dead March” in Saul (in which the kettledrums have a large part) 
became one of Handel’s most popular compositions. The first performance of 
Saul was soon followed by that of another one of Handel’s greatest works, Israel 
in Egypt. An enthusiastic letter from an unknown writer to the editor of the Lon¬ 
don Daily Post touches on two important themes; the English public’s sense of 
identification with the Jews of the Old Testament (which contributed to the suc¬ 
cess of several of Handel’s oratorios) and the problem of sacred subject matter 
presented in profane surroundings. There is also mention, at the end, of some 
difficulties that seem to have accompanied Handel’s performances quite often, 
namely, poor singing and a noisy audience—in other words, an audience be¬ 
having as if it were attending an opera. 

Wednesday Morning, April 18, 1739. 

Sir, 

1 Beg Leave, by your Paper, to congratulate, not Mr. Handel, but the 
Town, upon the Appearance there was last Night at Israel in Egypt. The 
Glory of one Man, on this Occasion, is but of small Importance, in Com¬ 
parison with that of so numerous an Assembly. What a glorious Spec¬ 
tacle! to see a crowded Audience of the first Quality of a Nation, headed 
by the Heir apparent of their Sovereign’s Crown, sitting enchanted at 
Sounds, that at the same time express’d in so sublime a manner the 
Praises of the Deity itself, and did such Honour to the Faculties of 
human Nature, in first creating those Sounds, if 1 may so speak; and in 
the next Place, being able to be so highly delighted with them. Did such 
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a Taste prevail universally in a People, that People might expeet on a 
like Occasion [as that described in the oratorio, i.e., Israel’s bondage in 
Egypt], if such Occasion should ever happen to them, the some 
Deliverance as those Praises celebrate; and Protestant, free, virtuous, 
united, Christian England, need little fear, at any time hereafter, the 
whole Force of slavish, bigotted, united, unchristian Popery, risen up 
against her, should such a Conjuncture ever hereafter happen. 

The Theatre, on this occasion, ought to be enter’d with more Solem¬ 
nity than a Church; inasmuch, as the Entertainment you go to is really in 
itself the noblest Adoration and Homage paid to the Deity that ever was 
in one. So sublime an Act of Devotion as this Representation carries in it, 
to a Heart and Ear duly tuned for it, would consecrate even Hell it¬ 
self.—It is the Action that is done in it, that hallows the Place, and not the 
Place the Action. 

I can’t conclude, Sir, without great Concern at the Disadvantage so 
great a Master labours under, with respect to the many of his Vocal In¬ 
struments, which fall so vastly short in being able to do due Justice to 
what they perform; and which, if executed in a manner worthy of it, 
would receive so great Advantage. This Consideration will make a 
human [e] Mind serious, where a lighter Mind would be otherwise af¬ 
fected [i.e., would be amused at the bad singing, as so many Londoners 
in fact were]. I shall conclude with this Maxim, “That in Publick Enter¬ 
tainments every one should come with a reasonable Desire of being en¬ 
tertain’d themselves, or with the polite Resolution, no ways to interrupt 
the Entertainment of others. And that to have a Truce with Dissipation, 
and noisy Discourse, and to forbear that silly Affectation of beating Time 
aloud on such an Occasion, is, indeed, in Appearance, a great Compli¬ 
ment paid to the divine Author of so sacred an Entertainment, and to the 
rest of the Company near them; but at the same time, in reality, a much 
greater Respect paid to themselves.” 

I am. Sir, &c. 

R.W. 


The unknown writer’s wishes with regard to “proper” behavior at oratorio per¬ 
formances were eventually fulfilled, and performances of Handel’s oratorios 
became a national British institution of nearly unbearable seriousness not long 
after Handel’s death. Meanwhile the fashionable set, accustomed to Italian opera 
stars, poked fun at the oratorio singers—for example, Horace Walpole, in a letter 
of 3 March 1743: 

The Oratorios thrive abundantly—for my part, they give me an idea 
of heaven, where everybody is to sing whether they have voices or not. 

Messiah received its first performance, under Handel s direction, on 13 April 
1742, in Dublin. It was a great success, as the following newpaper extracts show. 
From the Dublin News-Letter, April 10: 
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Yesterday Morning, at the Musick Hall there was a publie Rehearsal 
of the Messiah, Mr. Handel’s new sacred Oratorio, which in the opinion 
of the best Judges, far surpasses anything of that Nature, which has been 
performed in this or any other Kingdom. The elegant Entertainment was 
conducted in the most regular Manner, and to the entire satisfaction of 
the most crowded and polite Assembly. 

From the Dublin Journal, April 17: 

On Tuesday last Mr. Handel’s Sacred Grand Oratorio, the MESSIAH, 
was performed at the New Musick-Hall in Fishamble-street; the best 
Judges allowed it to be the most finished piece of Musick. Words are 
wanting to express the exquisite Delight it afforded to the admiring 
crowded Audience. The Sublime, the Grand, and the Tender, adapted to 
the most elevated, majestick and moving Words, conspired to transport 
and charm the ravished Heart and Ear. 

Here, finally, is a brief but vivid description of a Handel performance taken from 
a letter of a French visitor, Madame Fiquet, to her sister. Handel was sixty-five 
years old now. 

London, April 15, 1750. 

The Oratorio, or pious concert, pleases us highly. Handel is the soul 
of it: when he makes his appearance, two wax lights are carried before 
him, which are laid upon his organ. Amidst a loud clapping of hands he 
seats himself, and the whole band of music strikes up exactly at the same 
moment. At the interludes he plays concertos of his own composition, ei¬ 
ther alone or accompanied by the orchestra. These are equally admirable 
for the harmony and the execution. The Italian opera, in three acts, gives 
us much less pleasure. 

Otto Eric Deutsch, Handel: A Documentary Bi<)gra))hy (London; A. & C. Black, 1955), 
288-89, 465-66, 472, 481-83, 561, 544-45, 546, 686. 
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Bach’s Duties and Obligations at Leipzig 


Before taking over the position he was to occupy for the last twenty-seven years 
of his life, Bach had to sign an agreement that itemized his various duties and 
obligations. The document is of interest not only because it concerns a very 
great composer, but also for the light it sheds on the relationship between com¬ 
poser and patron (in this instance the Town Council of Leipzig) in the pre- 
Re volutionary era. 
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Their worships, the Council of this town of Leipzig, having accepted 
me to be Cantor of the School of St. Thomas, they have required of me an 
agreement as to certain points, namely: 

1. That I should set a bright and good example to the boys by a sober 
and secluded life, attend school, diligently and faithfully instruct the 
boys. 

2. And bring the music in the two chief churches of this town into 
good repute to the best of my ability. 

3. Show all respect and obedience to their worships the Council, and 
defend and promote their honor and reputation to the utmost, and in all 
places; also, if a member of the Council requires the boys for a musical 
performance, unhesitatingly to obey, and besides this, never allow them 
to travel into the country for funerals or weddings without the fore¬ 
knowledge and consent of the burgomaster in office, and the governors 
of the school. 

4. Give due obedience to the inspectors and governors of the school 
in all they command in the name of the Worshipful Council. 

5. Admit no boys into the school who have not already the elements 
of music or who have no aptitude for being instructed therein, nor 
without the knowledge and leave of the inspectors and governors. 

6. To the end that the churches may not be at unnecessary expense I 
should diligently instruct the boys not merely in vocal but in instrumen¬ 
tal music. 

7. To the end that good order may prevail in those churches I should 



St. Thomas's, Leipzig, c. 1735. The School, where Bach taught and lived with 
his family, may be seen at the end of the square, at right angle to the church. 
(Engraving by J. G. Scbreiber.) 
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so arrange the music that it may not last too long, and also in such wise as 
that it may not be operatic, but incite the hearers to devotion. 

8. Supply good scholars to the New Church. 

9. Treat the boys kindly and considerately, or, if they will not obey, 
punish such in moderation or report them to the authority. 

10. Faithfully carry out instruction in the school and whatever else it 
is my duty to do. 

11. And what 1 am unable to teach myself 1 am to cause to be taught 
by some other competent person without cost or help from their 
worships the Council, or from the school. 

12. That 1 should not quit the town without leave from the burgoma¬ 
ster in office. 

13. Should follow the funeral processions with the boys, as is cus¬ 
tomary, as often as possible. 

14. And take no office under the University without the consent of 
their worships. 

And to all this 1 hereby pledge myself, and faithfully to fulfill all this 
as is here set down, under pain of losing my place if 1 act against it, in 
witness of which 1 have signed this duplicate bond, and sealed it with 
my seal. 

Johann Sebastian Bach 

Given in Leipzig, May 5, 1723 

Philipp Spitta,yo/irt)i« Sebastian Bach, trans. C. Bell andj. A. Fuller-Maitland, III (Lon¬ 
don, 1885), 301-302. 
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Bach Remembered By His Son 


Carl Philipp Emanuel Bach (1714—88), the most famous of J. S. Bach’s compos¬ 
er sons, contributed much valuable information to the first full-length biogra¬ 
phy of his father, written by J. N. Forkel. The following details are from a letter 
to Forkel dated 1774. 

He understood the whole building of organs in the highest degree. 
Organists were terrified when he sat down to play on their organs and 
drew the stops in his own manner, for they thought that the effect could 
not be good as he was planning it; but then they heard an effect that as¬ 
tounded them. (These sciences perished with him.) The first thing he 
would do in trying an organ was this: he would say, in fun, “Above all I 
must know whether the organ has good lungs,” and, to find out, he would 
draw out every speaking stop, and play in the fullest and richest possible 
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texture. At this the organ builders would often grow quite pale with 
fright. The exact tuning of his harpsichords as well as of the whole 
orchestra had his greatest attention. No one could tune and quill his 
harpsichords to please him. He did everything himself. The placing of 
an orchestra he understood perfectly. He made good use of any space. 
He grasped the sound properties of any place at first glance. A remark¬ 
able illustration of that fact is the following: He came to Berlin to visit 
me; I showed him the new opera house. He perceived at once its virtues 
and defects (that is, as regards the sound of music in it). I showed him the 
great dining hall. He looked at the ceiling, and without further investiga¬ 
tion made the statement that the architect had here accomplished a re¬ 
markable feat, without intending to do so, and without anyone’s knowing 
about it: namely, that if someone went to one corner of the oblong¬ 
shaped hall and whispered a few words very softly upwards against the 
wall, a person standing in the corner diagonally opposite, with his face to 
the wall, would hear quite distinctly what was said, while between 
them, and in the other parts of the room, no one would hear a sound. A 
feat of architecture hitherto very rare and much admired! This effect was 
brought about by the arches in the vaulted ceiling, which he saw at once. 
He heard the slightest wrong note even in the largest combinations. As 
the greatest expert and judge of harmony, he liked best to play the viola, 
with appropriate loudness and softness. 

In his youth, and until the approach of old age, he played the violin 
cleanly and penetratingly, and thus kept the orchestra in better order 
than he could have done with the harpsichord [a reference to the two 
methods of directing ensembles before the advent of conductors]. When 
he listened to a rich and many-voiced fugue, he could soon say, after the 
first entries of the subjects, what contrapuntal devices it would be possi¬ 
ble to apply, and which of them the composer by rights ought to apply, 
and on such occasions, when I was standing next to him, and he had 
voiced his surmises to me, he would joyfully nudge me when his expec¬ 
tations were fulfilled. He had a good penetrating voice of wide range and 
a good manner of singing. In counterpoints and fugues no one was as 
happy as he in all kinds of taste and figuration, and variety of ideas in 
general. 

Hans T. David and Arthur Mendel (eds.). The Bach Reader: A Life of Johann Sebastian 
Bach in Letters and Documents, rev. ed. (New York; W. W. Norton & Company, Inc. 
1966), 276-77. Reprinted by permission of W. W. Norton & Company, Inc. Copyright © 
1966, 1945 by W. W. Norton & Company, Inc. 


250 


The Baroque 


72 

Bach’s Obituary 


The most extensive account of Bach’s life and work to he published during the 
eighteenth century was the obituary prepared by C. P. E. Bach with the help of 
J. F. Agricola, one of his father’s pupils, and published in 1754 in the 
Miisikalische Bihliothek, a periodical put out by another former Bach pupil, 
Lorenz Mizler. In addition to what is given below, the obituary contained 
genealogical data, lists of works both published (mainly keyboard music) and 
unpublished (the vast bulk of Bach’s output), and many more anecdotes, some 
of them rather heavy-handed in their partisanship; Bach had been a church 
musician in the traditional Lutheran mold, whose relatively placid career had 
never taken him far from home. As a result, he had never won the fame that 
Handel, Scarlatti, and perhaps a dozen lesser composers had enjoyed. His son 
and pupil evidently felt this needed explaining. 

OBITUARY 

of 

The World-Famous Organist, Mr. Johann Sebastian Bach, 

Royal Polish and Electoral Saxon Court Composer, 
and Music Director in Leipzig 

Johann Sebastian Bach belongs to a family that seems to have 
received a love and aptitude for music as a gift of Nature to all its 
members in common. So much is certain, that Veit Bach, tlie founder of 
the family, and all his descendants, even to the present seventh genera¬ 
tion, have been devoted to music, and all save perhaps a very few have 
made it their profession. It would be a matter for astonishment that such 
excellent men should be so little known outside their native land if one 
did not remember that these honest Thuringians were so well satisfied 
with their native land and with their station in life that they did not even 
dare to wander far to seek their fortune. They gladly preferred the ap¬ 
proval of the rulers in whose domains they were born, and the approval of 
a throng of their faithful countrymen, who were close at hand, to the un¬ 
certain manifestations of praise that they might gather, at great pains and 
expense, from a few (perhaps even envious) foreigners. 

Johann Sebastian was not yet ten years old when he found himself 
bereft of his parents by death. He betook himself to Ohrdruff, where his 
eldest brother Johann Christoph was organist, and under this brother’s 
guidance he laid the foundations for his playing of the clavier. Af¬ 
terwards Johann Sebastian betook himself to the Michaels-Gymnasium 
in Lrineburg. From there he journeyed now and again to Hamburg, to 
hear the then famous organist of the Church of St. Catharina, Johann 
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Adam Reinken [1623—1722]. And here, too, he had the opportunity to go 
and listen to a then famous band kept by the Duke of Celle, and consist¬ 
ing for the most part of Frenchmen; thus he acquired a thorough ground¬ 
ing in the French taste, which, in those regions, was at the time some¬ 
thing quite new. 

In the year 1703 he came to Weimar, and there became a musician of 
the Court. The next year he received the post of organist in the New 
Chuich in Arnstadt. Here he really showed the first fruits of his applica¬ 
tion to the art of organ playing, and to composition, which he had learned 
chiefly by the observation of the works of the most famous and proficient 
composers of his day and by the fruits of his own reflection upon them. 
In the art of the organ he took the works of [Nikolaus] Bruhns 
[1665-97], Reinken, [Dietrich] Buxtehude [c. 1637-1707], and sever- 
al good French organists as models. While he was in Arnstadt he was 
once moved by the particularly strong desire to hear as many good 
organists as he could, so he undertook a journey, on foot, to Liibeck, in 
order to listen to Buxtehude, the famous organist of the Church of St. 
Mary. There he tarried, not without profit, for almost a quarter of a year, 
and then returned to Arnstadt. 

In the year 1707 he was called as organist to the Church of St. 
Blasius in Miihlhausen. But this town was not to have the pleasure of 
holding him long. For in the following year, 1708, he undertook a jour¬ 
ney to Weimar, had the opportunity to be heard by the reigning Duke, 
and was offered the post of Chamber and Court Organist in Weimar, of 
which post he immediately took possession. The pleasure His Grace 
took in his playing fired him with the desire to try every possible artistry 
in his treatment of the organ. Here, too, he wrote most of his organ 
works. 

The year 1717 gave our already famous Bach a new opportunity to 
achieve still further honor; the reigning Prince Leopold of Anhalt- 
Cothen, a great connoisseur and amateur of music, called him to be his 
Capellmeister. He entered forthwith upon the duties of this post, which 
he filled for almost six years, to the greatest pleasure of his gracious 
Prince. During this time, about the year 1722, he made a journey to 
Hamburg and was heard for more than two hours on the fine organ of the 
St. Catharina Church before the Magistrate and many other distin¬ 
guished persons of the town, to their general astonishment. The aged 
organist Reinken, who at that time was nearly a hundred years old [this 
is literally true], listened to him with particidar pleasure. Bach, at the 
request of those present, performed extempore the chorale By the 
Waters of Babylon at great length (for almost half an hour) and in dif¬ 
ferent ways, just as the better organists of Hamburg in the past had been 
used to do at the Saturday Vespers. Particularly on this, Reinken made 
Bach the following compliment: “I thought that this art was dead, but I 
see that in you it still lives.” 

The Town of Leipzig chose our Bach in the year 1723 as its Music Di- 
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rector and Cantor at the Thoinas-Schule. Not long thereafter, the Duke of 
Weissenfels appointed him to be his Capellmeister; and in the year 1736 
he was named Royal Polish and Electoral Saxon Court Composer, that is, 
after he had let himself be heard variously at Dresden, playing the organ 
publicly and with great success before the Court and the connoisseurs of 
music of that city. 

In the year 1747, he made a journey to Berlin and on this occasion 
had the opportunity of being heard at Potsdam by His Majesty the King 
of Prussia [Frederick the Great—see below, p. 304]. His Majesty him¬ 
self played him a theme for a fugue, which he at once developed, to the 
particular pleasure of the Monarch, on the pianoforte. Hereupon His 
Majesty demanded to hear a fugue with six voices, which command he 
also fulfilled, to the astonishment of the King and the musicians there 
present, using a theme of his own. After his return to Leipzig, he set 
down on paper a three-voiced and a six-voiced so-called ricercar 
together with several other intricate little pieces, all on the very theme 
that had been given him by His Majesty, and this [the Musical Offering] 
he dedicated, engraved on copper, to the King. 

His naturally somewhat weak eyesight, further weakened by his 
unheard-of zeal in studying, which made him, particularly in his youth, 
sit at work the whole night through, led, in his last years, to an eye 
disease. He wished to rid himself of this by an operation, partly out of a 
desire to be of further service to God and his neighbor with his other 
spiritual and bodily powers, which were still very vigorous, and partly 
on the advice of some of his friends, who placed great confidence in an 
oculist who had recently arrived in Leipzig. But the opei’ation, although 
it had to be repeated, turned out very badly. Not only could he no longer 
use his eyes, but his whole system, which was otherwise thoroughly 
healthy, was completely overthrown by the operation and by the addi¬ 
tion of harmful medicaments and other things, so that, thereafter, he was 
almost continuously ill for full half a year. Ten days before his death his 
eyes suddenly seemed better, so that one morning he could see quite 
well again and could also again endure the light. But a few hours later he 
suffered a stroke; and this was followed by a raging fever, as a victim of 
which, despite every possible care given him by two of the most skillful 
physicians of Leipzig, on the 28th of July, 1750, a little after a quarter to 
nine in the evening, in the sixty-sixth year of his life, he quietly and 
peacefully, by the merit of his Redeemer, departed this life. This is the 
brief description of the life of a man who contributed quite exceptionally 
to the honor of music, of his fatherland, and of his family. 

If ever a composer showed polyphony in its greatest strength, it was 
certainly our late lamented Bach. If ever a musician employed the most 
hidden secrets of harmony with the most skilled artistry, it was certainly 
our Bach. No one ever showed so many ingenious and unusual ideas as 
he in elaborate pieces such as ordinarily seem dry exercises in crafts- 
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manship. His melodies were strange, but always varied, rich in inven¬ 
tion, and resembling those of no other composer. His serious tempera¬ 
ment drew him by preference to music that was serious, elaborate, and 
profound; but he could also, when the occasion demanded, adjust him¬ 
self, especially in playing, to a light and more humorous way of thought. 
His constant practice in the working out of polyphonic pieces had given 
his eye such facility that even in the largest scores he could take in all 
the simultaneously sounding parts at a glance. His hearing was so fine 
that he was able to detect the slightest error even in the largest ensem¬ 
bles. It is but a pity that it was only seldom he had the good fortune of 
finding a body of such performers as could have spared him unpleasant 
discoveries of this nature. In conducting he was very accurate, and of the 
tempo, which he generally took very lively, he was uncommonly sure. 

So long as we can be offered in contradiction no more than the mere 
suggestion of the possible existence of better organists and clavier 
players, so long we cannot be blamed if we are bold enough to declare 
that our Bach was the greatest organist and clavier player that we have 
ever had. It may be that many a famous man has accomplished much in 
polyphony upon this instrument; is he therefore just as skillful, in both 
hands and feet—^just as skillful as Bach was? This doubt will not be con¬ 
sidered unfounded by anyone who ever had the pleasure of hearing both 
him and others and is not carried away by prejudice. And anyone who 
looks at Bach’s organ and clavier pieces, which, as is generally known, 
he himself performed with the greatest perfection, will also not find 
much to object to in the sentence above. How strange, how new, how 
expressive, how beautiful were his ideas in improvising! How perfectly 
he realized them! All his fingers were equally skillful; all were equally 
capable of the most perfect accuracy in performance. He had devised for 
himself so convenient a system of fingering that it was not hard for him to 
conquer the greatest difficulties with the most flowing facility. 
Before him, the most famous clavier players in Germany and other lands 
had used the thumb but little. All the better did he know how to use it. 
With his two feet, he could play things on the pedals which many not 
unskillful clavier players would find it bitter enough to have to play with 
five fingers. He not only understood the art of playing the organ, of com¬ 
bining the various stops of that instrument in the most skillful manner, 
and of displaying each stop according to its character in the greatest per¬ 
fection, but he also knew the construction of organs from one end to the 
other. Of his moral character, those may speak who enjoyed association 
and friendship with him and were witnesses to his uprightness towards 
God and his neighbor. 


Hans T. David and Arthur Mendel (eds.), The Bach Reader: A Life of Johann Sebastian 
Bach in Letters and Documents, rev. ed. (New York: W. W. Norton & Company, Inc. 1966), 
215-24. Reprinted l)y permission of W. W. Norton & Company, Inc. Copyright © 1966, 
1945 by W. W. Norton & Company, Inc. 
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The Cult of the Natural 


A swing away from “reason” and back to “the ear” can be seen when writers on 
music begin to emphasize “naturalness” as the highest aesthetic ideal, and to 
find fault with too much technical complexity or too heroic a tone or sentiment. 
Bach had some difficulty with proponents of this idea, and was notoriously cri¬ 
ticized in print by some for the very attributes we prize most in his music today. 
Johann David Heinichen (1683—1729) included a little disquisition on “good 
taste” (rather than reason) as the ultimate arbiter of things musical as a footnote 
to his thorough-bass manual Der General-Bass in der Composition (1728). Here 
an incipient hostility towards “learned” music (such as Bach’s) may be detected. 

If experience is needed in any art or science, it is certainly needed in 
music. In this applied art, we must first of all gain experience, either at 
home (provided opportunities are plentiful) or abroad. But why must we 
seek experience? I will give you one little word that encompasses the 
three basic requirements in music (talent, knowledge, and experience) 
and its heart and its outer limits as well, and all in four letters: Gout. 
Through application, talent, and experience, a composer needs to 
acquire above all an exceptional sense of taste in music. An experienced 
musician need not be told the meaning of Gout, Gusto, or good taste; 
but to describe its essential characteristics is as difficult as describing 
the essence of the soul. One could even say that good taste is the soul 
of music, which it enlivens even as it gives pleasure to the senses. The 
distinguishing feature of a composer with good taste is simply the skill 
with which he makes music pleasing to and beloved by the general, 
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educated public; in other words, the skills by which he pleases our ear 
and moves our sensibilities. Specifically, this is achieved by an ever- 
dominating cantalnle [singing melody], suitable and affecting accom¬ 
paniments, changing harmonies that refresh the ear, and other methods 
gained from experience, which frequently may look poor on paper. An 
exceptional sense of taste is the philosopher’s stone and principal 
musical mystery by means of which the emotions are unlocked and the 
senses won over. For the inventions of even the richest natural gift or 
talent can only be compared to crude gold and silver dross that must 
first be purified by the fire of experience before it can be pressed into a 
solid ingot—I mean into a finely developed and reliable sense of taste. 

George Buelow, Thorough-Bass Accompaniment according to Johann Dadd Heinichen 
(Berkeley: University of California Press, 1966), 273-74. 

Johann Adolph Scheibe (1708-76) waged war on behalf of the “natural” in his 
journal Der critische Mvsicus, which appeared from 1737 to 1740. One easily 
sees that his arguments are loaded and circular, for the “nature” Scheibe holds 
up as a model is no longer speech (Plato), or “movements of the spirit” (Des¬ 
cartes), but simply what pleases Scheibe, or, in Heinicben’s phrase, what pleases 
the “general, educated public.” 

True art always seeks that which is natural, while too much art 
exceeds nature, leading one into bombast and confusion. Even public 
speakers and poets are careful to avoid too much art just as they seek to 
avoid what is common, flat, and vulgar. Although it takes great effort and 
patience to write artfully, all one gets for one’s pains is that one exceeds 
nature and consequently becomes disordered, unnatural, and confused. 
When has anyone ever been moved or convinced by something unnatu¬ 
ral? When has such a thing expressed emotions and captivated the listen¬ 
er? Excessive art and unnatural contrivance have never been known to 
advance the sciences that concern the soul and arouse within us those 
tender feelings which, being a pleasant product of reason, distinguish us 
from the unreasoning animals. 

Art must imitate nature. As soon as this imitation is exceeded, howev¬ 
er, art is to be condemned. It is not art that endows nature with beauty 
but nature that endows art. Nature already possesses everything of merit 
and need borrow no rouge from art. The more extravagant art becomes, 
the further it goes along its own way, the more it alienates itself from na¬ 
ture. It is therefore a fact that too much art obscures true beauty. 

At his most acerbic, Scheibe reads like a humanist of 150 years before, carrying 
on a one-man anti-counterpoint crusade. The critic is, however, a good witness to 
the style changes taking place around him. 

In the past, the style of concerted music was altogether unlike 
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today s. In melody, in harmony, and in form it differed greatly from what 
is being written now. Melody was neither as free nor as natural, and 
consequently less lively and flowing. More attention was paid to work¬ 
ing out a full texture. Music thus artificially and laboriously fashioned 
could not hope to embody the affections the way today’s music does. It 
was neither as pleasant nor as moving and expressive. Owing to the poly¬ 
phonic texture, contiivance gained the upper hand over nature. Melody, 
that is to say pure song, was suppressed and such music was unable to 
achieve that degree of expression which is the specialty of today’s music. 
Composers of the past who strove to exhibit their skill at counterpoint 
had to find room for all kinds of devices; their music was laced through 
with fugues, canons, and similarly artificial imitative procedures. The in¬ 
struments weaved in and out and lost themselves amid incessant suspen¬ 
sions. How could a free and intelligible melody find employment under 
such conditions? 

But now consider the music of today. We certainly find different quali¬ 
ties. By striving for a flowing, expressive, lively melody, the only kind 
that can call nature its mother, composers achieve very different effects, 
much to be preferred over those of old. Even though a few particularly 
serious works may still contain severely contrapuntal sections, even ex¬ 
tensive passages of imitation, the overall form of the work and the way its 
sections succeed one another show that everything is geared towards 
emphasizing the melody and bringing out its natural beauty, emotion, 
and dignity. Through melody one can arouse and express all sorts of af¬ 
fections and passions, which proves that melody is the primary and most 
worthy element in music and is to be preferred to harmony [i.e., counter¬ 
point]. Any attempt to give harmony the place of honor that belongs to 
melody alone is doomed to failure. 

Imanuel Willheim, “Johann Adolph Scheibe: German Musical Thought in Transition” 
(Ph.D. dissertation. University of Illinois, 1956), 103—104, 106—107. 
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The Advice and Opinions of an 
Italian Singing Master 


Pier Francesco Tosi (1654-1732), a castrato singer and a man of considerable 
learning and taste, was the author of one of the earliest primers on the great 
Italian tradition of singing. By 1723, when he published it, Tosi was a seasoned 
veteran. He viewed the increasing flamboyance of late Baroque singing with un¬ 
concealed disgust and held up the simpler, more affecting style of his youth as a 
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model of perfection. As so often happens in the seesawing history of taste, a later 
generation, working its way out of the Baroque towards a new simplicity, found 
Tosi’s opinions totally congenial: the English and German tranlations of his lit¬ 
tle work, which enjoyed much popularity, date from the 1740s and ’50s respec¬ 
tively. Note, together with many homely and amusing bits of practical advice, 
Tosi’s insistence on moderation and on naturalness of expression. 

After the Scholar has made himself perfect in the Shake [i.e., trill] 
and the Divisions [i.e., rapid passages], the Master should let him read 
and pronounce the Words, free from those gross and ridiculous Errors of 
Orthography, by which many deprive one Word of its double Conso¬ 
nants, adding them instead to another, where they are single. 

After having corrected the Pronunciation, let him take Care that the 
Words be uttered in such a Manner, without any Affectation, that they be 
distinctly understood, and no one Syllable be lost; for if they are not dis¬ 
tinguished, the Singer deprives the Hearer of the greatest Part of that 
Delight which vocal Musick receives from their Power. If they are not 
distinguished, the Singer omits Truth from the Art. Finally, if they are 
not distinguished, there will be no great difference between a human 
Voice and a Cornet or a Hautboy. Let the modern Master learn to make 
use of this Advice, for never was it more necessary than at present. 

Let him forbid the Scholar to take Breath in the Middle of a Word, 
because the dividing it in two is an Error intolerable to Nature, which 
we must imitate, if we would avoid being laugh’d at. In interrupted 
Movements [i.e., between short phrases], or in long Divisions, it is not 
so rigorously required, when the one or the other cannot be sung in one 
Breath. 

Let him show, in all Compositions, the proper Place where to take 
Breath, and without Fatigue; because there are Singers who, to the dis¬ 
may of the Hearer, labour as if they had an Asthma, taking Breath every 
Moment with Difficulty, or arriving at the last Notes as if they were 
breathing their last. 

Let him never suffer the Scholar to hold the Musick-Paper, in Sing¬ 
ing, before his Face, both that the Sound of the Voice may not be ob¬ 
structed, and to prevent him from being bashful. 

Let him accustom the Scholar to sing often in presence of Persons of 
Distinction, whether from Birth or Eminence in the Profession, that by 
gradually losing his Fear, he may acquire an Assurance, but not a 
Boldness. Assurance is the first-born of Success, and in a Singer becomes 
a Merit. On the contrary, the Fearful is most unhappy: labouring under 
the Difficulty of fetching Breath, the Voice is always trembling; he is 
obliged to lose Time at every Note in order to swallow; he suffers in not 
being able to take his Ability with him when he leaves his House; he 
disgusts the Hearer; and he ruins the Compositions in such a Manner, 
that they cannot be recognized. A timorous Singer is unhappy, like a 
Prodigal, who is miserably poor. 
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Let the Master remember, that whosoever does not sing to the utmost 
Rigour of Time, deserves not the Esteem of the Judieious; therefore let 
him take Care, when teaehing, that there be no Alteration or Diminution 
in it, if he pretends to teaeh well, and to make an exeellent Seholar. 

Let him encourage the Scholar if he improves; let him mortify him, 
without Beating, if he is persistently obtuse; let him be more rigorous for 
Negligences; nor let the Scholar ever end a Lesson without having 
profited something. 

An Hour of Application in a Day is not sufficient, even for one of the 
quickest Apprehension; the Master therefore should consider how much 
more Time is necessary for one that has not the same Quickness, and 
how much he is obliged to consult the Capacity of his Scholar. From a 
mercenary Teacher this necessary Regard is not to be hoped for; ex¬ 
pected by other Scholars, tired with the Fatigue, solicited by his Neces¬ 
sities, he thinks the Month is still long; he looks on his Watch, and goes 
away. If he be but poorly paid for his Teaching—a God-speed to him. 

A necessary Exercise is the Study of an agreeable Portamento [i.e., 
connection between notes], without which all Application is vain. 
Whosoever pretends to obtain it, must hearken more to the Dictates of 
the Heart, than to those of Art. 

Oh! how great a Master is the Heart! Confess it, my beloved Singers, 
and gratefully own, that you would not have arrived at the highest Rank 
of the Profession if you had not been its Scholars; own, that in a few Les¬ 
sons from it, you learned the most beautiful Expressions, the most 
refin’d Taste, the most noble Action, and the most exquisite Graces; 
Own (though it hardly be credible) that the Heart corrects the Defects of 
Nature, since it softens a Voice that’s harsh, betters an indifferent one, 
and perfects a good one: Own, when the Heart sings, you cannot dissem¬ 
ble, nor has Truth a greater Power of persuading; And, lastly, do you con¬ 
vince the World, (what is not in my Power to do) that from the Heart 
alone you have learn’d that ineffable Sweetness, that so subtily passes 
from Vein to Vein, till it finds the Soul. 

Pier Francesco Tosi, Observations on the Florid Son^; or. Sentiments on the Ancient and 
Modern Singers, trans. [J. E.] Galliard, 2ncl eel. (London, 1743), 58 — 65, 157 — 58, with cor¬ 
rections l)ased on the original Italian text. 
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From Geminianis Violin Tutor 


FTancesco Geminiani (1687-1762), a famous violinist and the composer of sona¬ 
tas and concertos, was an early exponent of the Italian (as against the French) 
style of violin playing in England. He described it in a violin treatise published 
in 1751 and consisting of only nine pages of text followed by fifty-one of musical 
examples. Apart from terse, but most informative, remarks of a technical nature, 
the text contains some passages, reproduced below, that reveal Geminiani’s 
broader views on music in general and musical performance. These seem 
decidedly “modern,” i.e., they are characteristic of post-Baroque attitudes. 


From the Preface. 

The Intention of Musick is not only to please the Ear, but to express Sen¬ 
timents, strike the Imagination, affect the Mind, and command the Pas¬ 
sions. The Art of playing the Violin consists in giving that Instrument a 
Tone that shall in a Manner rival the most perfect human Voice; and in 
executing every Piece with Exactness, Propriety, and Delicacy of 
Expression according to the true Intention of Musick. But as the imitat¬ 
ing the Cock, Cuckoo, Owl, and other Birds; or the Drum, French Horn, 
and the like; and also sudden Shifts of the Hand from one Extremity of 
the Finger-board to the other, accompanied with Contortions of the 
Head and Body, and all other such Tricks rather belong to the Professors 
of Legerdemain and Posture-masters than to the Art of Musick, the 
Lovers of that Art are not to expect to find any thing of that Sort in this 
Book. But I flatter myself they will find in it whatever is Necessary for 
the Institution of a just and regular Performer on the Violin. 


On Ornaments. 


Example XVHI contains all the Ornaments of Expression, necessary to 
the playing in a good Taste. 

What is commonly call’d good Taste in singing and playing, has been 
thought for some Years past to destroy the true Melody, and the intention 
of their Composers. It is supposed by many that a real good Taste cannot 
possibly be acquired by any Rules of Art; it being a peculiar Gift of Na¬ 
ture, indulged only to those who have naturally a good Ear: And as most 
flatter themselves to have this Perfection, hence it happens that he who 
sings or plays, thinks of nothing so much as to make continually some 
favourite Passages or Graces, believing that by this Means he shall be 
thought to be a good Performer, not perceiving that playing in good 
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Taste doth not consist of frequent Passages, but in expressing with 
Strength and Delicacy the Intention of the Composer. This Expression is 
what everyone should endeavour to acquire, and it may easily be ob¬ 
tained by any Person, who is not too fond of his own Opinion, and doth 
not obstinately resist the Force of true Evidence. I would not however 
have it supposed that I deny the powerful Effects of a good Ear; as I have 
found in several Instances how great its Force is: I only assert that cer¬ 
tain Rules of Art are necessary for a moderate Genius, and may improve 
and perfect a good one. 

Geminiani proceeds to list some of the main “graces” and expressive devices 
that will enliven performance according to the requirements of “taste” and 
without the exaggerations of the older style. He attempts to describe their effect, 
so that they may be used with “propriety.” For example: 

The turn’d Shake [trill with concluding turn] being made quick and 
long is fit to express Gaiety; but if you make it short, and continue the 
Length of the Note plain and soft, it may then express some of the more 
tender Passions. 

The Superior Appoggiatura [i.e., accented dissonance] is supposed 
to express Love, Affection, Pleasure, &c. 


Of Holding a Note. 

It is necessary to use this often; for were we to make Beats and Shakes 
continually without sometimes suffering the pure Note to be heard, the 
Melody would be too much diversified. 


Of Piano and Forte. 

They are both extremely necessary to express the Intention of the Melo¬ 
dy; and as all good musick should be composed in Imitation of a Dis¬ 
course, these two Ornaments are designed to produce the same Effects 
that an Orator does by raising and falling his Voice. 


Of the Beat [i.e., mordent]. 

This is proper to express several Passions; as for Example, if it be per¬ 
form’d with Strength, and continued long, it expresses Fury, Anger, 
Resolution, &c. If it be play’d less strong and shorter, it expresses Mirth, 
Satisfaction, &c. But if you play it quite soft, and swell the Note, it may 
then denote Horror, Fear, Grief, Lamentation, &c. By making it short 
and swelling the Note gently, it may express Affection and Pleasure. 
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Of the Close Shake [i.e., vibrato^. 

This cannot possibly be described by Notes as in former Examples. To 
perform it, you must press the Finger strongly upon the String of the In¬ 
strument, and move the Wrist in and out slowly and equally; when it is 
long continued, swelling the Sound by Degrees, drawing the Bow 
nearer to the Bridge, and ending it very strong, it may express Majesty, 
Dignity, &c. But making it shorter, lower and softer, it may denote Afflic¬ 
tion, Fear, &c. and when it is made on short Notes, it only contributes to 
make their Sound more agreable and for this Reason it should be made 
use of as often as possible. 

Geininiani’s parting advice, with its emphasis on sentiment and inspiration, was 
very much a sign of the times. 

Men of purblind Understandings, and half Ideas may perhaps ask, is 
it possible to give Meaning and Expression to Wood and Wire; or to be¬ 
stow upon them the Power of raising and soothing the Passions of ration¬ 
al Beings? But whenever I hear such a Question put, whether for the 
Sake of Information, or to convey Ridicule, I shall make no Difficulty to 
answer in the Affirmative, and without searching over-deeply into the 
Cause, shall think it sufficient to appeal to the Effect. Even in common 
Speech a Difference of Tone gives the same Word a different Meaning. 
And with Regard to musical Performances, Experience has shown that 
the Imagination of the Hearer is in general so much at the Disposal of 
the Master, that by the Help of Variations, Movements, Intervals and 
Modulation he may almost stamp what Impression on the Mind he 
pleases. 

These extraordinary Emotions are indeed most easily excited when 
accompany’d with Words; and I would besides advise, as well the Com¬ 
poser as the Performer, who is ambitious to inspire his Audience, to be 
first inspired himself; which he cannot fail to be if he chooses a Work of 
Genius, if he makes himself thoroughly acquainted with all its Beauties; 
and if while his Imagination is warm and glowing he pours the same ex¬ 
alted Spirit into his own Performance. 

Francesco Geminiani, The Art of Playing, on the Violin (London, 1751), 1, 6-8. 
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From Quantz’s Treatise on Flute Playing 


Johann joachini Quantz (1697-1773), Frederick the Great’s flute teacher and 
composer in residence (see Burney’s thumbnail sketch of him, p. 305 below), 
published his famous flute treatise in 1752. Far from limiting himself to techni¬ 
calities pertaining to the flute, he branched out to all matters involving musical 
education and performance, doubtless providing the inspiration for two slightly 
later treatises, C. P. E. Bach’s on keyboard performance (see p. 268 below) and 
Leopold Mozart’s on the violin. 


From Chapter XI, “Of Good Execution 
in General in Singing and Playing” 

Reason teaches us that if in speaking we demand something from some¬ 
one, we must make use of such expressions as the other understands. 
Now music is nothing but an artificial language through which we seek 
to acquaint the listener with our musical ideas. If we execute these ideas 
in an obscure and bizarre manner which is incomprehensible to the lis¬ 
tener and arouses no feeling, of what use are our perpetual efforts to be 
thought learned? If we were to demand that all our listeners be connois¬ 
seurs and musical scholars, their number would not be very great; we 
would have to seek them out one at a time among the professional 
musicians. And from the latter it would be most unwise to hope for many 
benefits. For they could do no more than acquaint the amateurs with the 
skill of the performer by their approval. Yet how rare and unlikely this is! 
The majority are so carried away by passion, and particularly by envy, 
that they are neither able to perceive the merits of their equals, nor 
willing to make them known to others. If, on the other hand, every ama¬ 
teur knew as much as the professional should know, there again would 
be no advantage, since there would be little or no further need of the 
professional artist. Thus it is most important that the professional 
musician seek to play each piece distinctly, and with such expression 
that it becomes intelligible to both the learned and the unlearned, and 
hence may please them both. 

“Both the learned and the unlearned”: Quantz considers it a professional 
musician’s obligation to please everybody, not merely an elite; and he even gives 
shrewd advice on how to cope with a predominantly uncultivated audience 
(below: play a little faster). In this he is motivated not merely by opportunism 
but also, importantly, by a benign humanitarianism typical of the Enlighten¬ 
ment. Note, in this connection, the frequent injunctions to enter into the spirit of 
the music: “For that which does not come from the heart does not easily reach 
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the heart.” The musician’s gift to his listeners must be genuinely felt it is a 
theme that recurs in virtually every one of these pre-Classical selections in some 
form or other, and it will survive well into the nineteenth century. In the follow¬ 
ing discussions of fast (allegro) and slow (adagio) music, Quantz is referring to 
the movements of concertos for flute and orchestra. It will be well to notice that 
the Baroque unity of the “affection” within a single piece (compare p. 217 above) 
is now replaced by a succession of alternating moods: a decisive break! 


From Chapter XII, “Of the Manner of Playing the Allegro” 

The passions change frequently in the Allegro just as in the Adagio. The 
performer must therefore seek to transport himself into each of these 
passions, and to express it suitably. Hence it is necessary to investigate 
whether the piece to be played consists entirely of gay ideas, or whether 
these are joined to others of a different kind. 


From Chapter XIV, “Of the Manner of Playing the Adagio” 

The Adagio ordinarily affords persons who are simple amateurs of music 
[i.e., nonprofessional music lovers] the least pleasure. There are even 
some professional musicians who, lacking the necessary feeling and in¬ 
sight, are gratified to see the end of the Adagio arrive. Yet a true musician 
may distinguish himself by the manner in which he plays the Adagio, 
may greatly please true connoisseurs and sensitive and feeling amateurs, 
and may demonstrate his skill to those who know composition. Since it 
does remain a stumbling block, however, intelligent musicians will, 
without my advice, accommodate themselves to their li.steners and to the 
amateurs, not only to earn more easily the respect befitting their skill, 
but also to ingratiate themselves. 

To play an Adagio well, you must enter as much as possible into a 
calm and almost melancholy mood, so that you execute what you have to 
play in the same state of mind as that in which the composer wrote it. A 
true Adagio must resemble a flattering petition. For just as anyone who 
wishes to request something from a person to whom he owes particular 
respect will scarcely achieve his object with bold and impudent threats, 
so here you will scarcely engage, soften, and touch your listeners with a 
bold and bizarre manner of playing. For that which does not come from 
the heart does not easily reach the heart. 


From Chapter XV, “Of Cadenzas” 

By the word cadenza I understand here that extempore embellishment 
created, according to the fancy and pleasure of the performer, by a solo 
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part at the close of a piece on the penultimate note of the bass, that is, the 
fifth of the key of the piece [nowadays called the dominant]. 

Whether cadenzas were at first formed according to specific rules, or 
whether they were simply invented by a few skillful people extempora¬ 
neously and without rules, I do not know. I believe the latter, since more 
than twenty years ago the composers in Italy were already fighting 
against the abuses committed so abundantly in this respect by mediocre 
singers in operas. 

The object of the cadenza is simply to surprise the listener unexpect¬ 
edly once more at the end of the piece, and to leave behind a special im¬ 
pression in his heart. 

Regular meter is seldom observed, and indeed should not be ob¬ 
served, in cadenzas. They should consist of detached ideas rather than a 
sustained melody, as long as they conform to the preceding expression of 
the passions. 


From Chapter XVI, “What a Flutist Must 
Observe if he Plays in Public Concerts” 

If the flutist who wishes to be heard publicly is timorous, and as yet unac¬ 
customed to playing in the presence of many people, he must try while 
playing to direct his attention only to the notes before him, never turning 
his eyes to those present, since this distiacts his thoughts, and destroys 
his composure. He should not undertake pieces which are so difficult 
that he has had no success with them in his individual practice, but 
should rather keep to those which he can play fluently. Fear causes an 
ebullition of the blood, which disturbs the regular action of the lungs, 
and which likewise warms the tongue and fingers. From this a most ob¬ 
structive trembling of the limbs arises in playing, and as a result the flute 
player will be unable to produce extended passage-work in one breath, 
or other specially difficult feats, as well as he does in a tranquil state of 
mind. In such circumstances, and especially in warm weather, it also 
may happen that he perspires about the mouth, and the flute in 
consequence does not remain lying securely in the proper place, but 
slips downwards, so that the mouth-hole is too much covered, and the 
tone, if not lacking altogether, is at least too weak. Quickly to remedy this 
last evil, let the flutist wipe his mouth and the flute clean, then touch his 
hair or wig and rub the fine powder clinging to his finger upon his 
mouth. In this way the pores are stopped, and he can continue playing 
without great hindrance. 

Anyone who wishes to be heard publicly must consider his listeners 
well, especially those whom it is most important that he please. He 
must consider whether or not they are connoisseurs. Before connois¬ 
seurs he can play something a little more elaborate, in which he has the 
opportunity to show his skill in both the Allegro and the Adagio. But 
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before pure amateurs, who understand nothing of music, he will do bet¬ 
ter to produce those pieces in which the melody is brilliant and pleasing. 
To avoid boring such amateurs, he may also take the Adagio a little more 
quickly than usual. 

If someone requests him to play, let him do so at once, without 
grimaces or false modesty. And when he has finished his piece, he 
should not insist upon playing more than is demanded of him, lest we 
must beg him as many times to cease as we had to beg him to begin, a 
common reproach made against virtuosos. 

Quantz now methodically addresses himself to the body of musicians whose task 
is to accompany the flutist: the orchestra. In the absence of orchestral conductors 
(who only began to appear in the nineteenth century), concertos and, later, 
symphonies were normally led by the principal violinist. 


From Chapter XVII, Section I, “Of the Qualities 
of a Leader of an Orchestra” 

Whether a leader plays this or that instrument may be of no importance. 
Since, however, the violin is absolutely indispensable in the accom¬ 
panying body, and is also more penetrating than any of the other in¬ 
struments most used for accompanying, it is better if he does play the vi¬ 
olin. Yet there is no urgent necessity that he demonstrate his ability to 
perform unusually difficult feats upon his instrument; this may be left to 
those who seek to distinguish themselves only through the delicacy of 
their playing, of whom there are sufficient numbers. If, however, a lead¬ 
er does possess this talent, he deserves so much the greater honor. 

The leader must frequently direct his eyes and ears both to the per¬ 
former of the principal part and to the accompanists, in case it is neces¬ 
sary to accommodate the one and keep the others in order. The leader 
must judge from the execution of the soloist whether the latter would 
prefer what he is playing to go either faster or slower, so that the others 
may be guided smoothly to the correct tempo. 

The Baroque practice of backing up ensembles with the thorough bass showed 
no signs of dying at this date. Quantz’s advice to keyboard (clavier) players is 
useful to an understanding of a tradition that was soon to become obsolete. 


From Chapter XVII, Section 6, 

“Of the Clavier Player in Particular” 

Since the art of accompanying well is part of the design of this work, I 
wish, with the permission of my lords the clavier players, to make a few 
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remarks on that subject here, leaving the rest to the further consideration 
of each able and experienced clavier player. 

It is possible that a player who has an exhaustive knowledge of thor¬ 
ough bass may nevertheless be only a poor accompanist. Thorough bass 
requires that the parts which the player adds extemporaneously above 
the bass, in conformity with the figures, be performed according to the 
rules, and as if they were written out on paper. The art of accompanying 
requires both this and much else besides. 

A piece with full harmony, accompanied by a large body of in¬ 
struments, also requires a full and strong clavier accompaniment. A con¬ 
certo executed by a few instruments already requires some moderation 
in this respect, particularly in the solo passages. You must then pay at¬ 
tention to whether these passages are accompanied by the bass alone or 
by additional instruments; whether the solo part plays softly or loud, in 
the low or high register; whether it has a sustained and singing melody, 
leaps or passage-work to execute; whether the passage-work is played 
quietly or with fire; whether the passage-work remains consonant or 
becomes dissonant in order to modulate to a new key; whether the bass 
moves slowly or quickly beneath the passage-work; whether the quick 
notes of the bass are written in steps or in leaps, or whether four or eight 
notes appear under the same pitch; whether rests or long and short notes 
are intermingled; whether the piece is an Allegretto, Allegro, or Presto, 
the first of which must be played seriously in pieces for instruments, the 
second in a lively manner, and the third fleetingly and playfully; or 
whether it is an Adagio assai. Grave, Mesto, Cantabile, Arioso, Andante, 
Larghetto, Siciliano, Spiritoso, or so forth, each of which requires a 
special execution both in the principal part and in the accompaniment. If 
each person observes these matters properly, the piece will produce the 
desired effect upon the listeners. 

In the following passage, Quantz casts a glance at German music past and 
present, and is encouraged to hope that some day it might be as highly regarded 
as French and Italian. Both that hope and his preference for a cosmopolitan, 
rather than national, style were destined to be realized very soon. 


From Chapter XVIII, “How a Musician and 
a Musical Composition Are to Be Judged” 

Bad as the style of German singers and instrumentalists appears to have 
been in former times (despite the thorough insight of the German com¬ 
posers into harmony), it did gradually take on a new aspect. Even if it 
cannot be said that the Germans have produced an individual style en¬ 
tirely different from that of other nations, they are all the more capable in 
taking whatever they like from another style, and they know how to 
make use of the good things in all types of foreign music. 
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Towards the middle of the last century there were already some cele¬ 
brated persons who began to effect the improvement of musical style, 
partly by visiting and profiting from Italy and France themselves, partly 
by imitating the works and the taste of these meritorious foreign lands. 
The organ and harpsichord players, especially Froberger [1616-67] and 
after him Pachelbel [1653-1706] among the latter, and Reinken, 
Buxtehude, Bruhns, and some others among the former [see p. 251], 
wrote almost the first very tasteful instrumental pieces of their time for 
their instruments. In particular the art of playing the organ, inherited 
in large part from the Netherlanders, had already been carried a long 
way at about this time by the able men enumerated above and by some 
others. Finally the admirable Johann Sebastian Bach in more recent 
times brought it to its greatest perfection. We should hope that, with his 
death, it will not suffer decay or ruin because of the small number of 
those who apply themselves to it. 

If one has the necessary discernment to choose the best from the 
styles of different countries, a mixed style results that, without overstep¬ 
ping the bounds of modesty, could well be called the German style, not 
only because the Germans came upon it first, but because it has already 
been established at different places in Germany for many years, 
flourishes still, and displeases in neither Italy nor France, nor in other 
lands. 

A style of music that is received and approved by many peoples, and 
not just by a single land, a single province, or a particular nation, must, if 
it is also founded on sound judgment and healthy feeling, be the very 
best. 

Johann Joachim Quantz, On Playing the Flute, trans. Edward R. Reilly (London: Faber and 
Faber, 1966), 120-21, 133, 162,163, 179, 180, 185, 198-99, 200, 203, 207-208, 209, 251-52, 
338-39, 341, 342. Copyright © 1966 by Faber and Faber Ltd. Reprinted by permission of 
Faber and Faber Ltd. and Macmillan Publishing Company. 
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Playing Keyboard Instruments 


We have already met C. P. E. Bach as chronicler of his father’s life (see next 
page). Actually, in his own right he was far better known in his lifetime than his fa¬ 
ther had ever been. His expressive keyboard works, especially, were widely ad¬ 
mired and exerted a notable influence—for example, on Beethoven. The follow¬ 
ing excerpts, selected as much for their common-sense practicality as for what 
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they reveal concerning C. P. E. Bach’s attitudes and ideals, are from his well- 
known Essay on the Correct Manner of Playing the Clavier (1753). 

Though the clavier has many excellent qualities, it is fraught with as 
many difficulties. Its perfection could easily be demonstrated, were it 
necessary to do so, for it incorporates those properties which other in¬ 
struments possess but singly; for it is capable of producing a full har¬ 
mony, where three, four, or more instruments would ordinarily be 
needed; and has other advantages besides. But then, who is not aware of 
all the demands made on the clavier? It is not enough that a player on the 
clavier should satisfy the expectations we rightly have of any in¬ 
strumentalist, that is, that he be able to perform a piece composed for his 
instrument according to the rules of good execution. He must, besides, 
extemporize in a variety of manners; work up a given composition on the 
spot, observing the strictest rules of harmony and melody; play with 
equal ease in all the keys, transpose unhesitatingly and faultlessly, play 
anything whatsoever at sight, whether composed specially for his in¬ 
strument or not; he must have a total command of the science of the thor¬ 
ough bass and be able to execute it in a variety of ways, often contradic¬ 
tory: now in many parts, now in few, now in strict harmony, now 
elegantly, from bass parts that may be insufficiently or overabundantly 
furnished with figures, or not at all, or incorrectly; he must sometimes 
extract the thorough bass, and so strengthen the concordance, from full 
scores in which the basses are unfigured or, often indeed, pause al¬ 
together, one of the other parts serving as foundation to the harmony. 
And who can count all the other requirements? This, furthermore, must 
for the most part be accomplished on an unfamiliar instrument; and 
whether the latter is good or bad, in suitable condition or not, is immate¬ 
rial; excuses are often out of place. On the contrary, the commonest ex¬ 
pectation is that the clavier player shall oblige with some improvisa¬ 
tions, no one troubling to inquire whether he is sufficiently inspired at 
the moment or offering him the use of a proper instrument to stimulate, 
or preserve, his inclination. 

These demands notwithstanding, the clavier always, and justifiably, 
attracts its devotees. Its difficulty is not sufficient to deter those who 
would learn to play upon an instrument whose extraordinary charms are 
ample reward for the time and trouble spent on it. Not every devotee, 
moreover, is duty-bound to satisfy all of its demands. He will do so to the 
extent he pleases and his natural gifts allow. 

Apart from the many types of clavier that have remained unknown 
because of their shortcomings or have yet to gain universal acceptance, 
two principal types, namely the harpsichords and clavichords, have until 
now met with the greatest approval. The former are generally employed 
in ampler settings, the latter in playing solos. The newer forte-pianos 
[i.e., pianos], when well-made and of stout construction, have many ad¬ 
vantages, though their handling does need to be specially worked out 
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and is not devoid of difficulties. They do well in solos and in music that 
is not too heavily scored. I, however, believe a good clavichord, except 
that it has a weaker sound, can match all their beauties; it has, moreover, 
the advantage of the vibrato and the sustaining of tones, for I can always 
press a note down again after playing it. The clavichord, therefore, is the 
instrument on which a player’s competence can most accurately be 
judged. 

The clavier player must sit opposite the middle of the keyboard, so 
that he may play the highest and the lowest notes with equal ease. 

He will be sitting at the proper height when his forearms slope down 
ever so little towards the keyboard. 

We play with curved fingers and relaxed muscles; the less these con¬ 
ditions are met, the more it will be necessary to fix the mind on them. 
Stiffness hinders all movement, especially the ability quickly to expand 
and contract the hands, which is a constant requirement. 

Through practice and diligence, the use of the fingers becomes, 
indeed must become, so mechanical at last that, no further thought being 
needed in that direction, we are free to devote our attention to the 
expression of more important matters. 

No one, surely, has ever questioned the need for embellishments, 
witness their presence everywhere in great profusion. It is nonetheless 
certain that they are indispensable, if we but pause to reflect on their 
usefulness. They connect notes; animate them; lend them, in case of 
need, a peculiar emphasis and weight; make them pleasing and, 
consequently, attract special attention; they help to reveal the music’s 
content—whether it is sad or gay, or whatever, embellishments always 
contribute their share to the effect; they form a considerable part of both 
the opportunity and the substance of good playing; by their aid, a mid¬ 
dling composition may be improved, where, on the other hand, the best 
melody must seem empty and plain in their absence, and the clearest 
content turgid. 

Great, therefore, is the value of embellishments; but just as great can 
be their harm, if wrong embellishments are chosen or the right ones 
awkwardly applied, out of context and in unbecoming profusion. 

That is why those [composers] who have clearly marked the appro¬ 
priate embellishments in their pieces have always been prudent, not 
abandoning their things to the whims of awkward performers. 

Here, again, we must do justice to the French, who are specially me¬ 
ticulous in marking their pieces. In Germany, the greatest masters of our 
instrument have proceeded in similar fashion, if not so lavishly; and who 
knows but that, through their judicious selection and restraint in em¬ 
bellishing, they might not have been the cause why the French do not 
now, as formerly, burden every note with such adornments, rendering 
obscure the necessary distinctness and noble simplicity of the melody. 

I believe that, with the clavier as with other instruments, the best 
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style of performance is that which succeeds in uniting the neatness and 
brilliance of the French style with the seductiveness of the Italian man¬ 
ner of singing. The Germans are particularly disposed to this, provided 
they stay free of prejudice. I also believe, following the dictum of a cer¬ 
tain great man [i.e., Johann Sebastian Bach], that, though one style may 
on the whole be better than another, there is nevertheless something of 
particular value in each and that no style is so perfect that it will not suf- 
ler any additions. Through these additions and refinements we have 
progressed up to this point, and we shall progress even farther; but this 
will never come about if we pursue and, so to say, worship only one 
style; on the contrary, we must utilize all that is good, no matter where 
we may find it. 

And so, since the embellishments and the manner of their application 
contribute eminently to good taste, we must neither be too changeable, 
adopting every new embellishment uncritically and instantaneously, 
from no matter what source; nor must we be so partial to ourselves and to 
our own taste as to refuse stubbornly to adopt all things foreign. To be 
sure, a close inspection should always be the rule before we adopt any¬ 
thing foreign, and it can be that, because of imported unnatural innova¬ 
tions, good taste will in time become as rare a thing as knowledge. Still, 
if not the first, we should also not be the last to take up certain new em¬ 
bellishments, or we may fall behind the fashion. And if at first we may 
not find them entirely to our liking, it is no great matter. New things, 
though at times enticing, may sometimes strike us as repugnant. The lat¬ 
ter circumstance is often evidence of a thing’s true worth, for it may well 
prove to be more enduring in the long run than other things, which 
become inordinately popular at once. These are generally so overused 
that they soon become abominations. 

It is indisputably a prejudice to think that a clavier player’s strength 
lies merely in his speed. Let him have the nimblest fingers, possess trills 
both simple and double, have mastery over the art of fingering, be able to 
play impeccably at sight, regardless of the clefs a piece might contain, 
transpose everything with tolerable ease on the spur of the moment, 
span tenths, nay twelfths [at the keyboard], be able to execute runs and 
cross-leaps of all sorts, and much more; yet despite all these attainments, 
he may still not make a clear, a pleasing, a moving performer. Experi¬ 
ence teaches us all too often that the sharpshooters and speedy profes¬ 
sional players are the least likely to possess those virtues, that their 
fingers can provoke wonderment on a listener’s face but can provide no 
occupation for his responsive soul. A mere sharpshooter ought not to lay 
claim to the true merits of one who is capable of causing the ear (rather 
than the face) and the heart (rather than the ear) to be gently affected, to 
be transported hither and yon at will. 

But what constitutes a good performance? Just this: the ability, by 
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means of singing or playing, to make musical ideas perceptible to the ear 
in accordance with their true content and affection. 

We must play from the soul, not like trained birds. 

One should miss no opportunity of hearing capable singers; from this 
one learns to think in terms of song. And it is a good idea to sing musical 
themes to oneself in order to find out how they should be played; this 
will in any case be more useful than relying on long-winded books and 
tracts, in which all the talk is of Nature, Taste, Song, Melody, notwith¬ 
standing the fact that their authors are often incapable of composing two 
notes naturally, tastefully, songfully or melodiously, since they attribute 
all those gifts and qualities to this and that according to their whims, but 
mostly injudiciously. 

Since a musician cannot move us unless he himself is moved, it 
follows that he must be capable of entering into all the affections which 
he wishes to arouse in his listeners; he communicates his own feelings to 
them and thus most effectively moves them to sympathy. In languid and 
sad passages he becomes languid and sad. We see and hear it. The same 
will also be true of vigorous, merry, and other sorts of musical themes, as 
he enters into those affections. Hardly has he stilled one than he awak¬ 
ens another; therefore, he is constantly changing affections. He will ful¬ 
fill this function in all pieces that have been composed expressively, 
whether they are his own or someone else’s; in the latter instance he 
must feel within himself the very emotions which moved the author as 
he composed the piece. That all this can be done with an impassive 
countenance will only be asserted by those whose insensibility obliges 
them to sit at their instruments like engraved portraits. Ugly faces, to be 
sure, are unmannerly and detracting; but suitable expressions are useful, 
in that they help to reveal our intentions to the listener. 

Since nature has wisely endowed music with so much variety, in 
order that every man may take his share of it, it is therefore a musician’s 
obligation, within the limits of his ability, to satisfy every sort of listener. 

C. P. E. Bach, Verstich iiher die wahre Art das Clavier zu spielen (Berlin, 1753), Introduc¬ 
tion (unpaginated), 8-9, 18, 20, 51-52, 60-61, 115, 117, 119, 121-23. Trans. P. W. 
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The Rise of the Italian Comic Opera Style 


The realistic treatment of comic situations and characters in opera was the last 
major contribution of the Italians to European music: apart from its purely oper¬ 
atic consequences, it led indirectly to the dramatic instrumental style of the 
Classical period, to the style of Haydn and Mozart, and maybe even Beethoven. 
Comic operas had been few and far between in the seventeenth century. Comic 
scenes, however, involving servants, old men and women, or peasants, had been 
a regular feature of the serious operas, where they served as comic relief, much 
as in the Shakespeare tragedies. In the early eighteenth century, these comic 
scenes were gradually abandoned, in deference to a new, rationalistic sense of 
dramatic propriety. Then, beginning in Venice in 1706, the singers of those 
comic roles took to entertaining the public between the acts of serious operas; 
these intermezzos, or interludes, usually involved two characters (a third some¬ 
times mimed his part) in a kind of mini-opera that had its own plot, entirely in¬ 
dependent of the evening’s major production. The vogue for intermezzos soon 
spread to the rest of Italy and eventually to the rest of Europe, only to give way to 
a more lasting vogue, that of the full-length comic opera, by the mid-century. The 
best-known of all the intermezzos is without doubt La serva padrona {The Maid 
Who Would Be Mistress, Naples 1733) by Giovanni Battista Pergolesi 
(1710-36). In the opening extract given below, we meet all the characters: 
Uberto (bass), an old bachelor; Serpina (soprano), his pretty maid who eventu¬ 
ally becomes his wife; and Vespone (the mime), his manservant. 

Antechamber. 

UBERTO, not fully dressed, discovered pacing up and down; then 
enter his servant VESPONE, who never speaks. 

ARIA 

UbertO: To wait and not be met, 

Aspettare e non venire, 

To lie in bed and fret, 
stare a letto e non dorinire. 

To serve those who forget, 
ben servire e non gradire, 

Are matters of regret. 
son tre cose da morire. 

RECITATIVE 

What a calamity for me! 

Questa e per me disgrazia! 

I have been waiting for three hours, and my maid 

Son tre ore che aspetto, e la ntia serva 
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Will not favor me with a cup of chocolate; 
portarmi il cioccolate non fa grazia; 

And I’ll be late going out. 
ed io d’uscire ho fretta. 

My sainted patience! Now I do see 
Oh fleniwa henedetta! Or si lo vedo 
That, by being so good to her, 
che, per esser si buono con costei, 

I’ve brought down all these ills upon myself. 
la causa son di tutti i niali mid. 

[Calls into the toings.] 

Serpina! (She’ll be here tomorrow!) 

Scrpina! Vien dimaiii! 

[To VESPONE.] 

And you too, what are you doing? 

E tu altro, che fai? 

Why do you stand there like a puppet? 

A che qtii te ne stai come tin balocco? 
[VESPONE tries to excuse himself] 

Hey? What do you say? Go, fool! Run, break 
Come? che did? Eh, sciocco! corri, rbrnpiti 
Your neck, quickly, hurry, 
presto il collo, solledta. 

See what’s the matter. 
vedi che fu. 

[Exit VESPONE.] 

A fine thing! I brought up 
Gran fatto! Io niho cresduta 

This maid, a mere child, 
quest a serva piccina. 

Fondled her, kept her 

le ho fatto di carezze, Tho tenuta 

As if she’d been my own daughter; and now 

come 7 nia figiia fosse; ed ell a ha preso 

She’s full of arrogance, 

percib tanta arroganza. 

So proud and uppish, 
fatta e st superbina. 

That at last the maid will be mistress. 
che alfin di serva diverra padrona. 

But I’ll assert myself in time. 

Ma bisogiia risolversi in btionora. 
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Serpina; 


UbERTO: 

Serpina: 


Uberto: 

Serpina: 


Uberto: 


Serpina: 


Uberto: 

Serpina: 


Meanwhile that other blockhead’s gone to sleep! 

E qiielValtro babbion vi e morto ancotal 
[Enter SERPINA arguing with VESPONE.] 

Have you finished? Do I need 
L’hai finita? ho bisogno 

To be scolded by you? Quite so! It’s not convenient, 
che tu mi sgridi? E pure! lo non sto comoda, 

I tell you. 
ti dissi. 

(Good!) 

Brava! 

Not done? If the master 
E torna! Se 1 padrone 

Is pressed for time, I’m not, d’you hear? 
ha fretta, non ne ho io: il sai? 

(Excellent!) 

Bravissima! 

What, again? Oh, you are seriously 
Di nuovo? Oh, tu da senno 
Beginning to try my patience, 
vai stuzzicando la pazienza mia, 

And you are begging me to come to blows! 
e vuoi che un par di schiaffi alfin ti dia! 

[And she hurls herself at VESPONE, who rushes 
UBERTO/or cover.] 

Whoa! What’s all this? 

Ola! dove si sta? 

Whoa, Serpina, won’t you stop it? 

Ola, Serpina, non ti vnoi fermare? 

Let me teach 
Lasciatemi insegnare 

Good manners to this rascal ... 
le creanze a quel birbo ... 

But in your master’s presence ... 

Ma in presenza del padrone. .. 

And so, 

Adunqne, 

Because I am a maid, am I to be overcome, 
perche io son serva, ho ad esser sopraffatta. 

Am I to be mistreated? 
ho ad esser maltrattata? 

No, sir, I insist on being respected. 

No, signore, voglio esser rispettata, 
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UbeRTO: 

SeRPINA; 

UBERTO; 

SeRPINA: 

UBERTO: 

SERPINA: 

UBERTO: 

SERPINA: 

UBERTO: 

SERPINA: 

UBERTO: 

SERPINA: 

UBERTO: 

SERPINA: 


I insist on being revered, as if I were 
voglio esser riverita, come fossi 

Mistress, archmistress, mistress extraordinary. 
padrona, avcipadvona, padronissima. 

What the devil ails your illustrious Ladyship? 

Che diavol ha Vossigiioria illustrissiina? 

Let’s hear, what happened? 

Sentiam, che fu? 

This upstart... 

Cotesto impertinente... 
[VESPONE attempts to reply.] 

Be quiet, you! [To VESPONE. 

Queto tti! 

Came to me ... 

Venne a me... 

[VESPONE as above.] 

Quiet, I say! [To VESPONE. 

Queto, ti ho detto! 

And with the most improper manners ... 

E con modi si impropri... 

[VESPONE as above.] 

Quiet, quiet, a pox on you! [To VESPONE, becoming 
angry. 

Queto, queto, che sii tu maledetto! 

But you’ll pay for this! [Threatening VESPONE. 

Ma me la pagherai! 

I sent this man to you. 

10 costui t’inviai. 

What for? 

Ed a che fare? 

What for? Did I not ask you 
A che far? non ti ho chiesto 
For a cup of chocolate? 

11 cioccolate, io? 

Well; and what then? 

Ben: che per questo? 

And am I to waste away waiting 
£ m’have ad uscir Tanima aspettando 

For it to be brought in? 
che mi si porti? 

And when 
£ quando 


278 


The Pre-Classical Period 


Uberto: 

Serpina: 


Uberto : 
Serpina: 


Uberto: 


Serpina: 

Uberto: 


Do you wish to have it? 
voi prenderlo dovete? 

Now. (When!) 

Adesso: quando? 

You think this is the right moment? It is time 
£ vi par ora qtiesta? E tempo onnai 
For dinner. 
di dover desinare. 

And so ... 

Aduiique... 

And so, 

Aduiique, 

I didn’t prepare it; 

10 gia iiol preparai; 

You will have to do without it, 
voi di men ne farete. 

My master dear, and be content. 
padron tnio dolce, e ve n\icqueterete. 

Vespone, now that I have taken 
Vespone, ora che ho preso 
My chocolate, 

11 cioccolate gia. 

Wish me good cheer, good health. 
dimmi: Buon pro vi faccia, sanita. 

[VESPONE laughs.^ 

What is that jackass laughing at? 

Di che ride quelEasino? 

At me, for I’m as patient as a brute. 

Di me, che ho piii flemma di tina bestia. 

But I will not be a brute, 

Ma io bestia non sard. 

I’ll be patient no more, 
pill flemma non avvb, 

I will cast off the yoke, 
il giogo scuoterd. 

And I’ll do at last what I’ve never done before. 
e quel che non ho fatto alfln fard. 


ARIA 

Forever brawling, 
Sempre in contrasti 
That’s all you do. 
con te si sta. 
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And here and there, 

£ qua e la, 

And down and up, 
e giu e sti, 

And no and yes: 
e no e si: 

That is enough now, 
or questo hasti. 

It’s got to stop. 
finir si pub. 

What are you thinking? 

Ma che ti pare? 

Am I to expire? 
ho io a crepare? 

No, sir. I’ll not! 

Signor mio, no! 

But you will rue 
Perb dovrai 
With endless tears 
per sempre piangere 
Your sorry plight; 
la tua disgrazia; 

And then you’ll say, 
e allor dirai 
‘Tt serves me right.” 
che hen ti sta. 

What say you now? [To VESPONE. 

Che dici tu? 

Is it not so? 

Non e cost? 

Go to it, go! 

Ma cosi va! 

Forever brawling ... [Etc., da capo 
Sempre in contrasti... 

Benedetto Croce, I teatri di Napoli dal Rinascimento alia fine del secolo decimottavo, 4th 
ed. (Bari: Laterza, 1947), 311—14. Trans. P. W. 

The Italian comic opera style was received with pleasure by audiences every¬ 
where because it gave musical expression to many of the new attitudes of the 
Enlightenment. In Paris, the capital of the Enlightenment and home of its chief 
Philosophers, La serva padrona and some other intermezzos, as well as one full- 
length comic opera, provoked a celebrated paper war: the “War of the Buffoons.” 
An Italian troupe had brought these works to the Paris Opera, where they 
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produced them (alternating with the regular performances of French operas, 
mostly serious) between 1752 and 1754. The Philosophers welcomed them as 
ideal examples of the naturalness and simplicity they sought in works of art and 
used them as fresh weapons in the dreary old squabble on the relative merits of 
Italian and French music. The defenders of French music were quick to answer, 
and pamphlet followed pamphlet, satire followed satire, while at the Opera the 
antagonists gathered at opposite sides of the theater, vociferously cheering and 
condemning the Italian or French productions. By 1753 tempers seemed to have 
cooled somewhat; then Rousseau launched his inflammatory Letter on French 
Music, in which he demonstrated to his own satisfaction that the French could 
have no music at all (this despite the success of his own French comic opera. The 
Village Soothsayer), and the debate flared up once more. Only the departure of 
the Italian “Buffoons” put an end to it. Their effect on French music was limited, 
though the new opera comique undoubtedly received a strong impulse from the 
music of the Italians. As for French literature, it was enriched by several 
thousand extra pages, of which the following excerpt is a modest sample. Written 
in 1752 by the famous Baron d’Holbach (1723-89), a leading patron and ex¬ 
pounder of the enlightened philosophy, it was possibly the first pamphlet, the 
opening salvo, in this paper war. 


Letter to a Lady of a Certain Age, 
on the Present State of the Opera 

Madam, 

It was a foreboding, there can be little doubt of it, that caused you to 
leave a City in which the strangest extravagances were about to occur. 
How fortunate for you that you did not have to witness them! And how 
sad for me to be destined, by your command, to acquaint you with 
calamities which, I sense it already, will move you so deeply! Hear me. 
Madam, and shudder. The times you had foretold are upon us. We have 
seen, to the everlasting shame of our Nation and century, the august 
Theatre de I’Opera profaned by unworthy Mountebanks. Yes, Madam, 
that grave, venerable spectacle, from which the immortal Lully, its 
founder, seemed to have exerted every possible care to banish senseless 
laughter and indecent gaiety, has been abandoned to Strollers from 
beyond the Alps: its dignity has been debased by the most burlesque 
performances, by the giddiest music: a noisy joviality and immoderate 
outbursts have rent the veil of that Temple, replacing the noble and maj¬ 
estic composure, the judicious and measured applause of the admirers of 
Campra, Mouret, and Destouches [fashionable French composers of the 
previous generation]. O what times! O what habits! 

It was left to our own days, these days of depravity, bad taste, and diz¬ 
ziness, to disconcert the grave countenances that had so long set the tone 
at our Lyric Theater. 

They are laughing at the Opera, splitting their sides with laughter! 
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Fieiichmen have abandoned the music of their forefathers; they are 
flocking to productions that are monstrous, which we cannot even con¬ 
ceive; they pretend to discover new beauties there each day. Such fanat¬ 
icism has never been seen before. Three miserable intermezzos have 
been fascinating the Public for three months and have been applauded 
more at their fiftieth performance than at their first. I should never have 
finished were I obliged to describe you all the follies I see and all the 
blasphemies I hear at the performances of these intermezzos. “It is,” say 
our modern Enthusiasts, “a dialogued music without equal. The tunes 
have a simplicity, elegance, and expressiveness the likes of which we 
never heard before; they would suffice alone to convey the meaning of 
the words. The tone of nature is there, always rendered with power and 
truth, and often at those very moments when it would seem least likely 
of being captured. The accompaniments are of a sort that stimulates the 
attention, contributes to the expression, and supports the voices without 
overwhelming them. There are refinements here which our own im¬ 
beciles never dreamt their art was capable of... And what, after all, can 
such epithets as Mountebanks, Buffoons signify when applied to Come¬ 
dians who, with the utmost delicacy, give expression to passions com¬ 
mon to all humanity and who present them from the most striking 
angles? Someone, a better judge of these extraordinary portrayals, said, 
Tt is life itself; and, at the same time, these melodies are divine!’ Is there 
anything more astonishing than the long-lived dogmatism with which 
our grandparents admired the dullest compositions—but, after all, they 
only admired them because they knew of none better—they came here, 
the dear old people, to amuse themselves, and were bored. They cried 
out (yawning all the while), ‘Ah, how beautiful that is!’ and we should 
have continued to mistake Boredom for Dignity, had not these Italians, 
who are so contrary to our pompous and lethargic hannony, come and 
torn the blindfold from our eyes and taught us that music is capable of 
variety, of character, of expression, and of playfulness; that it can be 
tender without insipidity, natural without monotony, gay without trivial¬ 
ity, numerous without confusion. What duets toe have! And what duets 
are those in the Giocatore [The Gamester, by Orlandini] and the Serva 
padrona! There’s more genius in only one of these pieces than in all our 
immense compilations of notes. Let us at long la.st shake off the yoke of 
national prejudice, and let us not blush to yield to accents that have 
charmed all Europe. After the lessons we have received, it would be 
most surprising if we were to return to a Gothic, barbarous music which 
for too long has been the occasion of our boredom and the derision of 
Foreigners.” 

Such, Madam, are the horrors you would be obliged to hear were you 
in my shoes. But if our Enthusiasts crave for originals, why do they not 
leave us to the peaceful enjoyment of our own music, which, as all the 
world allows, is a most original thing? Let those Foreigners who accuse 
us of frivolity but listen (if they dare) to the productions of our Compos- 


282 


The Pre-Classical Period 


ers, then let them blush at their slander. Italian music has enslaved all 
other Nations; well, so much the better; we will be the more honored for 
having constantly resisted a flood which has carried off so many barbar¬ 
ians. 

Denise Launav (ed.), La Querelle des Bouffona (Geneva; Editions MinkofF, 1973), 121—22, 
123-25, 126. Trans. P. W. 

The full-length Italian comic opera of the eighteenth century was derived nei¬ 
ther from the rare seventeenth-century specimens nor from the intermezzos but 
from the highly popular and realistic dialect operas that were given at the smaller 
theaters of Naples, beginning in 1709. The type moved north gradually: it 
reached Rome (having dropped the dialect for normal Italian) in the 1730s, the 
northern Italian cities in the 1740s, and by the 1750s was rivaling the opera seria 
in popularity, soon overtaking it and establishing itself as the dominant type both 
in Italy and abroad for the rest of the century. Here is a little-known, slightly 
skeptical, but penetrating appraisal of this new phenomenon by one of Ger¬ 
many’s most talented musical critics, Johann Adam Hiller (1728-1804), who, as a 
composer, was one of the founders of the German comic opera, or singspiel. What 
makes this extract especially valuable is Hiller’s recognition that the comic opera 
style had reached out far beyond the theater and crucially influenced the new in¬ 
strumental genres. 

A few more words regarding the comie opera. Everyone knows that it 
is the dominant fashion today, at least in Italy. Though the plot of these 
pieees is often miserable enough, yet the characters are so deftly carica¬ 
tured and their actions so overdone that it is quite impossible to refrain 
from laughing. There’s no denying that a special genius is required to 
give such things their proper musical expression. It was Pergolesi, with 
his Serva padrona, who, to a certain extent, set the tone; [Baldassare] 
Galuppi, [Gioacchino] Gocchi, and others followed suit and were even 
more comical than Pergolesi. Now [Nicolo] Piccinni dominates the 
comic stage and seems, through the great quantity of his operas, to be 
nearly exhausting the possibilities of innovation in that department. Not 
so simple melodically as Pergolesi, less comical than Galuppi and 
Gocchi, he seems more inclined to the naive and tender. He has pieces 
as touching as any we might hope to hear in a serious opera, at least in 
one by an Italian. Lest it should be thought that the serious opera is quite 
forgotten, the Italians now never fail to introduce, in their comic operas, 
a pair of serious characters who would prompt as much yawning as the 
others do laughter, were it not that their somewhat better style of singing 
attracts a modicum of attention. The singers of comic opera are ordinarily 
mediocre, often quite bad, and if Italy continues on her present path, it 
will be a sign that good singers no longer abound there or will soon 
begin to grow scarce. Gomic opera is not precisely the best school for 
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singers; but it has become much the best for today’s composers. 
Symphonies, concertos, trios, sonatas—all, nowadays, borrow something 
of its style, and there would be nothing to object to here, if only the low 
elements in it and the poor taste could always be avoided with success. 

Wdchentliche Nachricliten and Anmerkun^'en, die Miisik betreffend. III, 8 (22 August 
1768), 62. Trans. P. W. 
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From Rousseau s Dictionary of Music 


The musical articles in the great French Encyclopedia, written in some haste to 
meet the deadlines, were the work of Jean-Jacques Rousseau. Later he revised 
them and made them the basis of his famous Dictionary of Music (Geneva, 1767), 
a fascinating source of French eighteenth-century musical lore as well as an in¬ 
fallible guide to the mind of that crabbed genius, who could rarely give a merely 
objective explanation of anything. The following entries have been selected for 
the flashes of insight they reveal (countless others could have been chosen to 
show Rousseau’s narrow-mindedness and partisanship). Here and there we 
glimpse early signs of what will at a later date be defined as “Romanticism”: as 
everyone knows, Rousseau was one of its great precursors. 


Composer 

He who compo.ses music or forms the rules of composition. See, under 
the word COMPOSITION, the detail of knowledge necessary for the art of 
composing. It is not yet enough to fashion a tr ue composer. All the science 
in the world is not sufficient without a genius to animate it. Whatever 
efforts we may make, whatever acquisitions we may have, we must still 
be born to the art, otherwise our works can never mount above the insip¬ 
id. It is with the composer as with the poet. Nature herself must have 
form’d him so. What I would express by genius is by no means that 
strange capricious taste which spreads on all sides uncouth and idle dif¬ 
ficulties, which knows not how to ornament its harmony but by dint of 
dissonances, contrasts, and confusion. ’Tis an inward flame which burns, 
torments the composer spite of himself, which continually inspires him 
with airs new and always agreeable, with expressions lively, natural, and 
which touch the heart, with a harmony pure, affecting, majestic, which 
strengthens and adorns the air, but does not overwhelm it. 
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Imitation 

Dramatic or theatrical music contributes to imitation, as well as poetry 
and painting: ’tis to this common principle that all the fine arts are eon- 
nected, as Monsieur le Batteux has demonstrated. But this imitation has 
not the same extent for all. All that the imagination can represent to itself 
lies within the domain of poetry. Painting, which does not offer its pic¬ 
tures to the imagination but to the sense, and to one sense alone, paints 
only objects that can be seen. Music would appear to have the same 
bounds, in regard to the sense of hearing; however it paints all, even the 
objects that are only visible: by a magic almost inconceivable, it seems to 
place the eye in the ear, and the greatest marvel of an art which operates 
only by means of movement is to be able to form from it even the image 
of repose. Night, sleep, solitude, and silence enter into the number of 
the great paintings of music. We know that noise can produce the effect 
of silence, and silence the effect of noise; as when we slumber at an even 
and monotonous reading and awaken at the instant that it ceases. But 
music acts more intimately upon us in exciting, by one sense, affections 
similar to those which may be excited by another; and, as the connection 
cannot be sensible unless the impression is strong, so painting, stript of 
that force, cannot render to music the imitations which that draws from 
it. Let all nature be in a slumber, he that contemplates it, sleeps not; and 
the art of the musician consists in substituting, for the insensible image 
of the object, that of the movements which its presence excites in the 
heart of the contemplator. He will not only agitate the sea, animate the 
flame of a conflagration, make rivulets flow, the rain fall, and torrents 
swell; but he will paint the horrors of a hideous desert, darken the walls 
of a subterranean dungeon, calm the tempest, render the air tranquil and 
serene, and spread, from the orchestra, a new and pleasing freshness 
through the woodlands. He will not represent these things directly; but 
he will excite in the soul the same movements which we feel in seeing 
them. 


Recitative 

Amongst the Greeks, all their poetry was in recitative, because, the lan¬ 
guage being melodious, it was suffieient to add to it the eadenee of the 
metre and the sustained reeitation to render this reeitation entirely 
musical; from whence it comes that those who versified ealled it singing. 
This custom, having ridiculously passed into other languages, still 
causes poets to say, 1 sing, when there is no singing in the case. The 
Greeks could sing in speaking; but amongst us we must either sing or 
speak; we cannot do both at the same time. ’Tis this very distinetion 
which has rendered the recitative neeessary for us. The musie predomi- 
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nates too much in our airs; the poetry is almost forgotten. Our lyric 
dramas are too much sung to be so always. An opera which should be 
only an unbroken sequence of airs would tire almost as much as a whole 
single air of the same length. We must divide and separate the airs by 
words; but these words should be modified by music. The ideas should 
change, but the language must continue the same. This language being 
once given, to change it in the course of a piece would be to speak half 
French, half German. The passage horn speech to song, and reciprocally, 
is too unequal; it shocks the ear and verisimilitude at the same time: two 
interlocutors should speak or sing; they cannot do alternatively one and 
the other. Now the recitative is the means of uniting song and words; it is 
that which separates and distinguishes the airs, which rests the ear, as¬ 
tonished at what preceded, and disposes it to taste what follows: in sum, 
’tis by the assistance of the recitative that what is only dialogue, recital, 
narration in the drama may be rendered without going out of the given 
language, and without displacing the eloquence of the airs. 

In the following, Rousseau describes pretty accurately, as to their external forms, 
the French overture and the Italian, which, given his commitment to the Italian 
cause versus the French, he of course prefers. It should be noted (Rousseau ig¬ 
nored this) that the Italian overture in three movements (fast, slow, fast) had by 
this time spawned a new sort of musical entertainment, away from the opera 
house: the symphony. (Concerning the “first stroke of the fiddle-stick,” on which 
the French apparently prided themselves already in Lully’s day, see Mozart’s 
equally derisive comments, p. 312 below.) 


Overture 

Symphonic piece which one endeavours to make splendid, imposing, 
harmonious, and which serves as an introduction to operas and other 
lyric dramas of a certain length. 

The overtures of the French operas are almost all modeled on those 
of Lully. They are composed of a slow piece called grave, which is gen¬ 
erally played twice, and of a tripping section called gaie, which is com¬ 
monly fugued: several of these sections return to the grave at their 
conclusion as well. 

There was a time when the French overtures served as a model for all 
Europe. Not sixty years ago they were being sent for in Italy to be placed 
at the head of their operas. I have even seen several ancient Italian 
operas written with an overture of Lully at their head. This is what the 
Italians at present deny, since the whole has had such a change; but, 
nevertheless, the fact is very certain. 

Instrumental music having made astonishing progress in the last forty 
years or so, the old overtures, made for players who were little skilled in 
managing their instruments, were very soon left to the French, and at 
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first only their general outline was preserved. But the Italians were not 
slow in freeing themselves from that encumbrance, and they at present 
distribute their overtures in another manner. They begin by a striking, 
lively piece in double or common time; then they give an Andante a 
demi-jeu [i.e., softly] in which they aim at displaying all the graces of 
lovely singing; and they conclude with a brilliant Allegro, generally in 
triple time. 

The reason they give for this distribution is that in a numerous assem¬ 
bly, where the spectators make great noise, it is necessary at first to per¬ 
suade them to silence and arrest their attention by means of a glittering, 
striking beginning. They say that the grave of our overtures is neither 
heard nor listened to by anyone; and that our first stroke of the fiddle¬ 
stick, which we boast of with so great emphasis, less noisy than the tun¬ 
ing of instruments which precedes it, and with which it is confused, is 
more suitable for persuading the audience to slumber than attention. 
They add, that after having rendered the spectator attentive, it is neces¬ 
sary that he should be interested with less noise by an agreeable and flat¬ 
tering air, which may dispose him to the tenderness with which he is to 
be inspired; and lastly, to conclude the Overture with a piece of a dif¬ 
ferent character which, contrasting with the beginning of the drama, 
may, by its loud end, mark the silence which the actor, at his entrance on 
the stage, requires of the spectators. 


Taste 

Genius creates, but taste selects: and a too abundant genius is often in 
want of a severe censor to prevent it from abusing its valuable riches. 
One can do great things without taste; but it is taste which makes them 
interesting. It is taste which makes the composer catch the ideas of the 
poet; it is taste which makes the performer catch the ideas of the compos¬ 
er; it is taste which furnishes to eaeh whatever may adorn and enliven 
their subject; and it is taste which gives the listener the perception of all 
these agreements. Yet taste is not sensibility. It is possible to have much 
taste, with a frigid soul; and a man transported with things really pas¬ 
sionate is little touched by merely graceful things. It seems that taste at¬ 
taches itself rather to the smaller expressions, and sensibility to the 
greater. 

Jean-Jacques Rousseau, A Complete Dictiouanj of Music, trans. William Waring, 2nd. ed. 
(London, 1779). Corrected and revised on the basis of the French original. 
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The latter part of the eighteenth century witnessed a momentous development 
in musical thought. The grip of the imitation theory founded on Plato and Aris¬ 
totle, which had held firm sway since the late Renaissance and had been a crucial 
factor in bringing about the birth of the Baroque, was decisively broken, and in 
its place there emerged a theory of music as “expression,"’ which was to remain 
dominant into the twentieth century (and in some quarters, up to the present). 
This new view was intimately bound up with the style changes that led to the 
dissolution of Baroque music and the establishment of the periods in music 
history that we now term the Classic and the Romantic. The imitation theory, 
in which music took its place alongside all the other arts as a medium for the 
stylized representation of reality, was chiefly associated with vocal music. In its 
earlier manifestations it had fathered the recitative and, through it, the opera, and 
later it had been responsible for the formulation of the “doctrine of affections” of 
the late Baroque. The first major challenge to its authority came from the stream 
of “abstract” instrumental sonatas and concertos that originated among the vio¬ 
linists of Italy and turned into a veritable flood by the early eighteenth century. 
This music did not fit at all into the categories of imitation, and caused a great 
consternation among the upholders of the older doctrine, among whom the ever- 
rationalistic French were loudest. The classic expression of this consternation 
was given by Rousseau, who took the opportunity of railing against this “mean¬ 
ingless” instrumental music in his Dictionnaire de musique. 


Sonata 

Nowadays, when instrumental music is the most important branch 
of the art, sonatas are extremely fashionable, along with Symplionie 
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[that is, instrumental compositions generally] of all kinds. Vocal music 
is hardly anything but an accessory to it, and song merely accompanies 
its accompaniment. We have adopted this poor taste from those who, 
wishing to introduce the manner of Italian music in a language alien to 
it, have forced us to try to do with instruments what we cannot ac¬ 
complish with our voices. I dare predict that so unnatural a taste will 
not last. Purely harmonic music [i.e., without text] is short on sub¬ 
stance; in order to be continually pleasing and avoid boredom, music 
must raise itself to the level of the imitative arts; but its imitation is not 
always immediate like that of poetry or painting; the word is the means 
through which music most frequently determines the object whose 
image it offers us, and it is by means of sounds in conjunction with the 
human voice that this image awakens at the bottom of our hearts the 
sentiment it is its purpose to produce. Who does not sense how far pure 
Symphonie, in which nothing is sought but instrumental brilliance, is 
from such an effect? Can all the violinistic fireworks of M. Mondonville 
[1711—72, foremost French violinist and director of the Concert Spiri- 
tuel] evoke in me the tenderness the voice of a great singer produces in 
two notes? Symphonie can enliven song and add to its expressiveness, 
but it cannot supplant it. In order to know what all these heaps of sona¬ 
tas mean, one would have to follow the example of the inept painter 
who must label his figures: this is a tree, this is a man, this is a horse. I 
shall never forget the sally of the celebrated Fontenelle [1657-1757, 
French academician], who, finding himself overburdened with these 
interminable Symphonies, cried out in a fit of impatience, “Sonate, cjue 
me veux-tti? [Sonata, what do you want of me?].” 

Jean-Jacqiies Rousseau, Dictionnaire de musique (Paris, 1768), 451-52. Trans. R. T. 

Even before Rousseau wrote these lines, however, there had appeared in 
England what was to prove a very influential little book; An Essay on Musical 
Expression (1752, revised in 1753) by the organist, composer, and impresario 
Charles Avison (1709-70). Avison rejected (or to be more precise, ignored) the 
imitation theory of music except insofar as it involved '‘sounds and motions.” In 
so doing, he restricted musical imitation to the fairly paltry level of “madrigal- 
ism,” and viewed the true aim of music as something quite unrelated to imita¬ 
tion; the direct “raising” or exciting of the passions in the listener. This could be 
accomplished by “air and harmony” well enough without any pretense at imita¬ 
tion. It was this that Corelli (and Geminiani, his pupil residing in England) did so 
effectively in their music. In Avison’s formulation, music acted directly on the 
emotions and seemed to bypass the intellect. This idea was anathema not only 
to the French, but also to British rationalists, some of whom went to the trouble 
of publishing rebuttals to Avison's Essay, 

Expression arises from a combination of Air and Harmony; and is no 
other than a strong and proper application of them to the intended sub¬ 
ject. 
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from this definition it will plainly appear, that Air and Harmony are 
never to be deserted for the sake of Expression: because Expression is 
founded on them. And if we should attempt any thing in defiance of 
these, it would cease to be Musical Expression. Still less can the horrid 
dissonance of cat-calls deserve this appellation, though the Expression 
or Imitation be ever so strong and natural. 

And, as dissonance and shocking sounds cannot be called Musical 
Expression, so neither do I think, can mere Imitation of several other 
things be entitled to this name, which, however, among the generality 
of mankind hath often obtained it. Thus the gradual rising or falling of 
the notes in a long succession, is often used to denote ascent or de¬ 
scent; broken intervals, to denote an interrupted motion; a number of 
quick divisions [flurries of rapid notes], to describe swiftness or flying; 
sounds resembling laughter, to describe laughter; with a number of 
other contrivances of a parallel kind, which it is needless here to men¬ 
tion. Now all these I should choose to style Imitation, rather than 
Expression; because, it seems to me, that their tendency is rather to fix 
the hearer’s attention on the similitude between the sounds and the 
thing which they describe, and thereby to excite a reflex act of under¬ 
standing, than to affect the heart and raise the passions of the soul. 

Here then we see a defect or impropriety, similar to those which have 
been above observed to arise from a too particular attachment either to 
the modulation or harmony. For as in the first case, the master often at¬ 
taches himself so strongly to the beauty of Air or modulation [i.e., melo¬ 
dy], as to neglect the Harmony; and in the second case, pursues his Har¬ 
mony or Fugues so as to destroy the beauty of modulation; so in this 
third case, for the sake of a forced, and (if I may so speak) an unmeaning 
Imitation, he neglects both Air and Harmony, on which alone true 
Musical Expression can be founded. 

This distinction seems more worthy our notice at present, because 
some very eminent composers have attached themselves chiefly to the 
method here mentioned; and seem to think diey have exhausted all the 
depths of Expression, by a dextrous Imitation of the meaning of a few 
particular words, that occur in the hymns or songs which they set to 
music. Thus, were one of these gentlemen to express the following 
words of Milton: 


Their Songs 

Divide the Night, and lift our Thoughts to Heav’n. 

It is highly probable, that upon the word divide, he would run a division 
of half a dozen bars; and on the subsequent part of the sentence, he 
would not think he had done the poet justice, or risen to that Height of 
sublimity which he ought to express, till he had climbed up to the very 
top of his instrument, or at least as far as a human voice could follow him. 
And this would pass with a great part of mankind for Musical Expression, 
instead of that noble mixture of solemn Air and various Harmony, which 
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indeed elevates our thoughts, and gives that exquisite pleasure which 
none but true lovers of Harmony can feel. 

Were it necessary I might easily prove, upon general principles, that 
what I now advance concerning musical Imitation is strictly just; both, 
because Music as an Imitative Art has very confined powers, and because 
when it is an ally to poetry (which it ought always to be when it exerts its 
mimetic faculty) it obtains its end by raising correspondent Affections in 
the soul with those which ought to result from the genius of the poem. I 
shall content myself in this place, with adding two or three practical ob¬ 
servations by way of corollary to this theory. 

First, as music passing to the mind through the organ of the ear, can 
imitate only by Sounds and Motions, it seems reasonable, that when 
Sounds only are the objects of Imitation, the composer ought to throw 
the mimetic part entirely amongst the accompanying Instruments; 
because, it is probable, that the Imitation will be too powerful in the 
voice which alone ought to be engaged in Expression alone; or, in other 
words, in raising correspondent Affections with the part. Indeed, in 
some cases. Expression will coincide with Imitation, and may then be 
admitted universally: as in such Chroinatic Strains as are mimetic of the 
Grief and Anguish of the human voice. But to the Imitation of sounds in 
the natural or inanimate world, this, I believe, may be applied as a gen¬ 
eral Rule. 

Secondly, when music imitates Motions, the rhythm, and cast of the 
Air, will generally require, that both the vocal and instrumental parts co¬ 
incide in their Imitation. But then, be it observed, that the composer 
ought always to be more cautious and reserved when he applies this fac¬ 
ulty of music to Motion, than when he applies it to Sound, and the reason 
is obvious: the intervals in music are not so strictly similar to animate or 
inanimate motions, as its tones are to animate or inanimate sounds. 
Notes ascending or descending by large intervals, are not so like the 
stalking of a giant, as a flow of even notes are to the murmuring of a 
stream; and little jiggish slurs are less like the nod of Alexander, than 
certain shakes and trills are to the voice of the nightingale. 

Thirdly, as music can only imitate motions and sounds, and in the 
Motions only imperfectly, it will follow, that musical Imitation ought 
never to be employed in representing objects, of which motion or sound 
are not the principal constituents. Thus, to light, or lightning, we annex 
the property of celerity of motion; yet, it will not follow from thence, that 
an extremely swift progression of notes will raise the idea of either one 
or the other; because as we said, the Imitation must be, in these cases, 
very partial. Again, it is one property of frost to make persons shake and 
tremble; yet, a tremulous movement of semitones, will never give the 
true idea of frost: though, perhaps, they may of a trembling person. 

Fourthly, as the aim of music is to affect the passions in a pleasing 
manner, and as it uses melody and harmony to obtain that end, its Imita- 
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tion must never be employed on ungraceful Motions, or disagreeable 
Sounds; because in the one case, it must injure the Melody of the Air, 
and in the other, the Harmony of the accompaniment; and, in both cases, 
must lose its intent of affecting the passions pleasingly. 

Fifthly, as Imitation is only so far of use in music, as when it aids the 
expression; as it is only analogous to poetic Imitation, when Poetry imi¬ 
tates through mere natural media, so it should only be employed in tbe 
same manner. To make the sound echo to the sense in descriptive lyric, 
and perhaps, in the cooler parts of epic poetry is often a great beauty; but 
should the tragic poet labor at showing this art in his most distressful 
speeches, I suppose he would rather flatten than inspirit his drama. In 
like manner, the musical composer, who catches at every particular 
epithet or metaphor that the part affords him, to show his imitative 
power, will never fail to hurt the true aim of his composition, and will al¬ 
ways prove the more deficient in proportion as his author is more pathet¬ 
ic or sublime. 

What then is the composer, who would aim at true musical Expres¬ 
sion, to perform? I answer, he is to blend such an happy mixture of Air 
and Harmony, as will affect us most strongly with the Passions or Affec¬ 
tions which the poet intends to raise; and that, on this account, he is not 
principally to dwell on particular words in the way of Imitation, but to 
comprehend the poet’s general drift or intention, and this too for his Airs 
and Harmony, either by Imitation (so far as Imitation may be proper to 
this end) or by any other means. But this I must still add, that if he at¬ 
tempts to raise the passions by Imitation, it must be such a temperate 
and chastised Imitation, as rather brings tbe object before the hearer, 
than such a one as induces him to form a comparison between the object 
and the sound. For, in this last case, his attention will be turned entirely 
on tbe composer’s art, which must effectually check the passion. The 
power of music is, in this respect, parallel to the power of eloquence: if it 
works at all, it must work in a secret and unsuspected manner. In either 
case, a pompous display of art will destroy its own intentions: on which 
account, one of the best general rules, perhaps, that can be given for 
musical Expression, is that which gives rise to the pathetic in every other 
art, an unaffected strain of nature and simplicity. 

Charles Avison, Au Essay on Musical Expression (London, 1753), Chap. 3 (“On Musical 
Expression, so far as it relates to the Composer”), condensed. 

Avison’s line of thought took hold (and is much echoed in the works of the 
nineteenth-century formalist and anti-Wagnerian Eduard Hanslick). One of his 
early followers was the Scottish poet and philosopher James Beattie 
(1735-1803), whose Essay on Poetry and Music, as They Affect the Mind (1762; 
published in 1778) contains a remarkable passage in which the pleasures of 
music are described in “absolute” terms, and training is advocated (“music ap¬ 
preciation”!) to sharpen the purely musical responses of listeners. Later in his 
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book, it is true, Beattie claims vocal music to be superior to instrumental in 
“expression” (as we might expect from a poet), but his implicit recognition that 
the pleasures of musical sounds and the “meaning” of music are closely related 
makes Beattie a very “modern” musical thinker. 


How Are the Pleasures We Derive 
from Music To Be Accounted For? 

It was said, that certain melodies and harmonies have an aptitude to 
raise certain passions, aflFections, and sentiments, in the human soul. Let 
us now inquire a little into the nature of this aptitude; by endeavouring, 
from acknowledged principles of the human constitution, to explain the 
cause of that pleasure which mankind derives from music. I am well 
aware of the delicacy of the argument, and of my inability to do it justice; 
and therefore I promise no complete investigation, nor indeed anything 
more than a few cursory remarks. As I have no theory to support, and as 
this topic, though it may amuse, is not of any great utility, I shall be nei¬ 
ther positive in my assertions, nor abstruse in my reasoning. 

The vulgar distinguish between the sense of hearing, and that faculty 
by which we receive pleasure from music, and which is commonly 
called a musical ear. Everybody knows, that to hear, and to have a relish 
for melody, are two different things; and that many persons have the first 
in perfection, who are destituted of the last. The last is indeed, like the 
first, a gift of nature; and may, like other natural gifts, languish if 
neglected, and improve exeeedingly if exercised. And though every per¬ 
son who hears, might no doubt, by instruetion and long experience, be 
made sensible of the musieal properties of sound, so far as to be in some 
measure gratified with good music and disgusted with bad; yet both his 
pain and his pleasure would be very different in kind and degree, from 
that which is conveyed by a true musieal ear. 

I. Does not part of the pleasure, both of melody and of harmony, arise 
from the very nature of the notes that eompose it? Certain inarticulate 
sounds, especially when continued, produce very pleasing effects on the 
mind. They seem to withdraw the attention from the more tumultuous 
coneerns of life, and, without agitating the soul, to pour gradually upon it 
a train of softer ideas, that sometimes lull and soothe the faculties, and 
sometimes quieken sensibility, and stimulate the imagination. 

II. Some notes, when sounded together, have an agreeable, and 
others a disagreeable effect. The former are concords, the latter discords. 
Musieians have taken pains to discover the principles on which concords 
and discords are to be so arranged as to produce the best effect; and have 
thus brought the whole art of harmony within the compass of a certain 
number of rules, some of which are more, and others less indispensable. 
These rules admit not of demonstrative proof: for though some of them 
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may be inferred by rational deduction from the very nature of sound, yet 
the supreme judge of their propriety is the human ear. 

But Natural sensibility is not taste, though it be necessary to it. A 
painter discovers both blemish and beauties in a picture, in which an or¬ 
dinary eye can perceive neither. In poetical language, and in the ar¬ 
rangement and choice of words, there are many niceties, whereof they 
only are conscious who have practised versification, as well as studied 
the works of poets, and rides of the art. In like manner, harmony must be 
studied a little in its principles by every person who would acquire a 
true relish for it; and nothing but practice will ever give that quickness 
to his ear which is necessary to enable him to enter with adequate satis¬ 
faction, or rational dislike, into the merits or demerits of a musical per¬ 
formance. When once he can attend to the progress, relations, and 
dependencies, of the several parts; and remember the past, and antici¬ 
pate the future, at the same time he perceives the present; so as to be 
sensible of the skill of the composer, and dexterity of the performer;—a 
regular concerto, well executed, will yield him high entertainment, 
even though its regularity be its principal recommendation. The 
pleasure which an untutored hearer derives from it is far inferior: and 
yet there is something in harmony that pleases, and in dissonance that 
offends, every ear; and were a piece to be played consisting wholly of 
discords, or put together without any regard to rule, I believe no person 
whatever would listen to it without great disgust. 

James Beattie, An Essay on Poetry and Music, as They Affect the Mind (Edinburgh, 1778), 
128-29, 133-36. 

The classicist Thomas Twining directly continued and refined the argument in a 
book of 1789. For him and (as we see from his quotation) for Dr. Burney, the 
issue of musical imitation was dead. Twining went further than anyone had yet 
gone in asserting that the very indefiniteness of musical impressions was a posi¬ 
tive attribute. To see pleasure in indefiniteness is a mark of incipient Roman¬ 
ticism in a philosopher, but of course lay audiences had been listening to music 
that way for years. The institution of public concerts had been the greatest stimu¬ 
lus of all to the development of complex, large-scale instrumental forms, most no¬ 
tably the Classical symphony, which was to reach its apogee a few years after 
Twining wrote, and in his very city, with Joseph Haydn’s tiiumphant visits (see 
page 313). Twining returns us to the starting point of this aesthetic inquiry with a 
stinging answer to Rousseau. 


On the Different Senses of the Word Imitative, 
as Applied by the Ancients, and by the Moderns 

The whole power of music may be reduced, I think, to three distinct ef¬ 
fects; upon the ear, the passions, and the imaf'ination: in other words, it 


294 


The Classical Period 


may be considered as simply delighting the sense, as raising enjotions, 
or, as raising ideas. The two last of these effects constitute the whole of 
what is called the expressive power of music; and in these only we are to 
look for anything that can be called imitation. Music can be said to imi¬ 
tate, no farther than as it expresses something. As far as its effect is 
merely physical, and confined to the ear, it gives a simple original 
pleasure; it expresses nothing, it refers to nothing; it is no more imitative 
than the smell of a rose, or the flavor of a pineapple. 

Music is capable of raising ideas through the medium of those emo¬ 
tions which it raises immediately. But this is an effect so delicate and un¬ 
certain—so dependent on the fancy, the sensibility, the musical experi¬ 
ence, and even the temporary disposition, of the hearer, that to call it im¬ 
itation, is surely going beyond the bounds of all reasonable analogy. 
Music, here, is not imitative, but if I may hazard the expression, merely 
suggestive. But, whatever we may call it, this I will venture to say; that in 
the best instrumental music, expressively performed, the very in¬ 
decision itself of the expression, leaving the hearer to the free operation 
of his emotion upon his fancy, and, as it were, to the free choice of such 
ideas as are, to him, most adapted to react upon and heighten the emo¬ 
tion which occasioned them, produces a pleasure, which nobody, I 
believe, who is able to feel it, will deny to be one of the most delicious 
that music is capable of affording. But far the greater part even of those 
who have an ear for music, have only an ear; and to f/ienr this pleasure is 
unknown. The complaint, so common, of the separation of poetry and 
music, and of the total want of meaning and expression in instrumental 
music, was never, I believe, the complaint of a man of true musical feel¬ 
ing: and it might, perhaps, be not unfairly concluded, that Aristotle, who 
expressly allows that “Music, even without words, has expression,” was 
more of a musician than his master Plato, who is fond of railing at in¬ 
strumental music, and asks with Fontenelle, “Sonate, que me veux-tu?” 

I would by no means be understood to deny, that there is now, and has 
been at all times, much unmeaning trash composed for instruments, that 
would justly provoke such a question. I mean only to say, what has been 
said for me by a superior judge and master of the art: 

There i.s some kind even of instrumental music, so divinely composed, and so 
expressively performed, that it wants no words to explain its meaning: it is it¬ 
self the language of the heart and of passion, and speaks more to both in a few 
notes, than any other language composed of clashing consonants, and insipid 
vowels, can do in as many thousand. [Burney, A General History (see above, 
p. 229) I, 85.] 

The notion, that painting, poetry and music are all Arts of Imitation, 
certainly tends to produce, and has produced, much confusion. That 
they all, in some sense of the word, or other, imitate, cannot be denied; 
but the senses of the word when applied to poetry, or music, are so dif- 
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ferent both from each other, and from that in which it is applied to 
painting, sculpture, and the arts of design in general—the only arts that 
are obviously and essentially imitative—that when we include them 
all, without distinction, under the same general denomination of Imita¬ 
tive Arts, we seem to defeat the only useful purpose of all classing and 
arrangement; and, instead of producing order and method in our ideas, 
produce only embarrassment and confusion. 

Thomas Twining, Aristotle’s Treatise on Poetry, Translated: with Notes on the Transla¬ 
tion, and on the Ori^rinal: and Two Dissertations, on Poetical, and Musical, Imitation, 2nd 
ed. (London, 1812), 66, 73-75, 92-93. 

The famous economist and philosopher Adam Smith (1712-90), no longer 
inclined even to expect music to “raise the passions,” voices a fully formed 
musical “absolutism.” As an object of intellectual contemplation, music for 
Smith can stand entirely on its own: he is among the first aestheticians so to 
view the art. His description of musical understanding, moreover, is one to 
which the modern listener might well aspire. 

If instrumental music can seldom be said to be properly imitative, 
even when it is employed to support the imitation of some other art, it is 
commonly still less so when it is employed alone. Why should it embar¬ 
rass its melody and harmony, or constrain its time and measure, by at¬ 
tempting an imitation which, without the accompaniment of some other 
art to explain and interpret its meaning, nobody is likely to understand? 
In the most approved instrumental music, accordingly, in the overtures 
of Handel and the concertos of Corelli, there is little or no imitation, and 
where there is any, it is the source of but a very small part of the merit of 
those compositions. Without any imitation, instrumental music can 
produce very considerable effects; though its powers over the heart and 
affections are, no doubt, much inferior to those of vocal music, it has, 
however, considerable powers; by the sweetness of its sounds it awak¬ 
ens agreeably, and calls upon the attention; by their connection and af¬ 
finity it naturally detains the attention, which follows easily a series of 
agreeable sounds, which have all a certain relation both to a common, 
fundamental, or leading note, called the key note; and to a certain suc¬ 
cession or combination of notes, called the subject of the song or com¬ 
position. By means of this relation each foregoing sound seems to in¬ 
troduce, and as it were prepare the mind for the following: by its 
rhythms, by its time and measure, it disposes that succession of sounds 
into a certain arrangement, which renders the whole more easy to be 
comprehended and remembered. Time and measure are to instrumen¬ 
tal music what order and method are to discourse; they break it into 
proper parts and division, by which we are enabled both to remember 
better what is gone before, and frequently to foresee somewhat of what 
is to come after: we frequently foresee the return of a period which we 
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know must correspond to another which we remember to have gone 
before; and, according to the saying of an ancient philosopher and 
musician, the enjoyment of music arises partly from memory and partly 
from foresight. When the measure, after having been continued so long 
as to satisfy us, changes to another, that variety, which thus disappoints, 
becomes more agreeable to us than the uniformity which would have 
gratified our expectation: but without this order and method we could 
remember very little of what had gone before, and we could foresee 
still less of what was to come after; and the whole enjoyment of music 
would be equal to little more than the effect of the particular sounds 
which rung in our ears at a very particular instant. By means of this 
order and method it is, during the progress of the entertainment, equal 
to the effect of all that we remember, and of all that we foresee; and at 
the conclusion, to the combined and accumulated effect of all the dif¬ 
ferent parts of which the whole was composed. 

A well-composed concerto of instrumental music, by the number and 
variety of the instruments, by the variety of the parts which are per¬ 
formed by them, and the perfect concord or correspondence of all these 
different parts; by the exact harmony or coincidence of all the different 
sounds which are heard at the same time, and by that happy variety of 
measure which regulates the succession of those which are heard at dif¬ 
ferent times, presents an object so ageeable, so great, so various, and so 
interesting, that alone, and without suggesting any other object, either 
by imitation or otherwise, it can occupy, and as it were fill up com¬ 
pletely the whole capacity of the mind, so as to leave no part of its atten¬ 
tion vacant for thinking of anything else. In the contemplation of that 
immense variety of agreeable and melodious sounds, arranged and 
digested, both in their coincidence and in their succession, into so 
complete and regular a system, the mind in reality enjoys not only a very 
great sensual, but a very high intellectual, pleasure, not unlike that 
which it derives from the contemplation of a great system in any other 
science. A full concerto of such instrumental music, not only does not 
require, but it does not admit of any accompaniment. A song or a dance, 
by demanding an attention which we have not to spare, would disturb, 
instead of heightening, the effect of the music; they may often very prop¬ 
erly succeed, but they cannot accompany it. Music seldom means to 
tell any particular story, or to imitate any particular event, or in general 
to suggest any particular object, distinct from that combination of sounds 
of which itself is composed. Its meaning, therefore, may be said to be 
complete in itself, and to require no interpreters to explain it. What is 
called the subject of such music is merely, as has already been said, a 
certain leading combination of notes, to which it frequently returns, and 
to which all its digressions and variations bear a certain affinity. It is al¬ 
together different from what is called the subject of a poem or a picture, 
which is always something which is not either in the poem or in the pic¬ 
ture, or something quite distinct from that combination, either of words 
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on the one hand, or of colors on the other, of which they are respectively 
composed. The subject of a composition of instrumental music is a part 
of that composition: the subject of a poem or picture is no part of either. 

Adam Smith, Essays on Philosophical Subjects (Dublin, 1795), 232-36. 


Finally, the great philosopher Immanuel Kant (1724-1804) offered, in his Cri- 
tkiiie of Judfitnent (1790), a hierarchy of the arts that reflected, in the case of 
music, the new “enlightened” view of it as an autonomous and nonconceptual 
art. The passage is a curious one: at the end, Kant suddently drops his stance as 
transcendental thinker and reveals himself to be an ordinary mortal, not overly 
sympathetic to the “art of tone,” especially when performed by his neighbors. 

After poetry, if we are to deal with charm and mental movement, I 
would place that art which comes nearest to the art of speech and can 
very naturally be united with it, viz., the art of tone. As melody is, as it 
were, a universal language of sensations intelligible to every man, the art 
of tone employs it by itself alone in its full force, viz., as a language of the 
affections, and thus communicates universally, according to the laws of 
association, the aesthetical ideas naturally combined therewith. This can 
be brought mathematically under certain rules, because it rests in the 
case of tones on the relation between the number of vibrations of the air 
in the same time, so far as these tones are combined simultaneously or 
successively. But in the charm and mental movement produced by 
music, mathematics has certainly not the slightest share. It is only the in¬ 
dispensable condition of that proportion of the impressions in their com¬ 
bination and in their alternation by which it becomes possible to gather 
them together and prevent them from destroying each other, and to har¬ 
monize them so as to produce a continual movement and animation of 
the mind, by means of affections consonant therewith, and thus a 
delightful personal enjoyment. 

If, on the other hand, we estimate the worth of the beautiful arts by 
the culture they supply to the mind and take as a standard the expansion 
of the faculties which must concur in the judgment for cognition, music 
will have the lowest place among them (as it has perhaps the highest 
among those arts which are valued for their pleasantness), because it 
merely plays with sensations. 

Besides, there attaches to music a certain want of civility from the fact 
that, chiefly from the character of its instruments, it extends its influence 
further than is desired (in the neighborhood), and so as it were obtrudes 
itself and does violence to the freedom of others who are not of the 
musical company. The arts which appeal to the eyes do not do this, for 
we need only turn our eyes away if we wish to avoid being impressed. 
The case of music is almost like that of the delight derived from a smell 
that diffuses itself widely. The man who pulls his perfumed handker¬ 
chief out of his pocket attracts the attention of all around him, even 
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against their will, and he forees them, if they are to breathe at all, to 
enjoy the seent; henee this habit has gone out of fashion. Those who rec¬ 
ommend the singing of spiritual songs at family prayers do not consider 
that they inflict a great hardship upon the public by such noisy (and 
therefore in general pharisaical) devotions, for they force the neighbors 
either to sing with them or to abandon their meditations. 

Immanuel Kant, Critique of judgment, trans. J. H. Bernard, Hafner Library of Classics, 
XIV (New York: Hafner Publishing Co., 1951), 170-74. 
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Haydn’s Duties in the 
Service of Prince Ester hazy 


The terms of the contract entered into by Haydn with his very eminent employer 
in 1761 give a fair representation of the manifold duties of an eighteenth-century 
composer attached to an aristocratic court. Specifically with regard to Haydn’s ca¬ 
reer it may be noted, first, that he succeeded to the title of a full Capellmeister 
(music director) upon the death of his predecessor in 1766, and, second, that he 
soon must have obtained a release from the restrictions in clause 4 that forbade 
him to sell his music elsewhere, since for the greater part of his life, once he 
became well known, he derived a considerable income from the publication of 
his music. Still, he did wear the court uniform, and his duties were indeed 
numerous and heavy until he was pensioned some thirty years later. 

This day (according to the date hereto appended) Joseph Heyden 
[sic], native of Rohrau in Austria, is accepted and appointed Vice- 
Capellmeister in the service of his Serene Highness Paul Anton, Prince 
of the Holy Roman Empire, of Esterhaza and Galantha, etc. etc., subject 
to conditions here following: 

1. Whereas the Capellmeister at Eisenstadt, namely Gregorius 
Werner, having devoted many years of true and faithful seiwice to the 
princely house, is now, on account of his great age and infirmities, unfit 
to perform the duties incumbent on him, it is hereby declared that the 
said Gregorius Werner, in consideration of his long services, shall retain 
the post of Capellmeister, and the said Joseph Heyden as Vice-Capell- 
meister shall, so far as regards the music of the choir, be subordinate to 
the Capellmeister and receive his instructions. Rut in everything else 
relating to musical performances, and in all that concerns the orchestra, 
the Vice-Capellmeister shall have the sole direction. 
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2. The said Joseph Heyden shall be considered and treated as a 
member of the household. Therefore his Serene Highness is graciously 
pleased to place confidence in his conducting himself as becomes an 
honorable official of a princely house. He must be temperate, not show¬ 
ing himself overbearing towards his musicians, but mild and lenient, 
straighttorward and composed. It is especially to be observed that when 
the orchestra shall be summoned to perform before company, the Vice- 
Capellmeister and all the musicians shall appear in uniform, and the said 
Joseph Heyden shall take care that he and all the members of his orches¬ 
tra follow the instructions given, and appear in white stockings, white 
linen, powdered, and with either a pigtail or a tiewig. 

3. Whereas the other musicians are referred for directions to the said 
Vice-Capellmeister, he shall therefore take the more care to conduct 
himself in an exemplary manner, abstaining from undue familiarity and 
from vulgarity in eating, drinking, and conversation, not dispensing with 
the respect due to him, but acting uprightly and influencing his subordi¬ 
nates to preserve such harmony as is becoming in them, remembering 
how displeasing the consequences of any discord or dispute would be to 
his Serene Highness. 

4. The said Vice-Capellmeister shall be under obligation to compose 
such music as his Serene Highness may command, and neither to com¬ 
municate such compositions to any other person, nor to allow them to be 
copied, but he shall retain them for the absolute use of his Highness, and 
not compose for any other person without the knowledge and permission 
of his Highness. 

5. The said Joseph Heyden shall appear daily in the antechamber 
before and after midday, and inquire whether his Highness is pleased to 
order a performance of the orchestra. On receipt of his orders he shall 
communicate them to the other musicians, and take care to be punctual 
at the appointed time, and to ensure punctuality in his subordinates, 
making a note of those who arrive late or absent themselves altogether. 

6. Should any quarrel or cause of complaint arise, the Vice-Capell¬ 
meister shall endeavor to arrange it in order that his Serene Highness 
may not be incommoded with trifling disputes; but should any more 
serious difficulty occur, which the said Joseph Heyden is unable to set 
right, his Serene Highness must then be respectfully called upon to 
decide the matter. 

7. The said Vice-Capellmeister shall take careful charge of all music 
and musical instruments, and be responsible for any injury that may 
occur to them from carelessness or neglect. 

8. The said Joseph Heyden shall be obliged to instruct the female vo¬ 
calists, in order that they may not forget in the countiy what they have 
been taught with much trouble and expense in Vienna, and, as the said 
Vice-Capellmeister is proficient on various instruments, he shall take 
care himself to practice on all that he is acquainted with. 
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9. A eop\' of tliis agreement and instriietions sliall be gi\ en to the said 
\ iee-Capellmeister and his subordinates, in order that he may be able to 
liold them to their obligations therein laid down. 

10. It is eonsidered nnnecessarv' to detail the ser\ iees recpiired of the 
said Joseph He\ den, more pm^ticidarly sinee his Serene Highness is 
pleased to hope that he will ot his own free will strietly obserx e not onh' 
these regidations, but all others that may from time to time be made b\' 
his Highness, and that he will place the orchestra on sneh a footing, and 
in sneh good order, that he ma>' bring hoi^or upon himself and deserve 
the further fa\ or of the prince his master, who thus confides in his zeal 
and discretion, 

11. A \ eai ly salar>’ of four hundred florins to be received in qnarterlx’ 
payments is hereby bestowed by his Serene Highness upon the said 
\’iee-Capelhneister. 

12. In addition, the said Joseph He> den shall board at the officers' 
table, or receive a half-gnlden per day in lien thereof. 

13. Finally, this agreement shall hold good for at least three > ears 
from Ma\' 1. 1761, with the further condition that if at the eonelnsion of 
this tenn the said Joseph Hev den shall desire to ."^eek his fortiine else¬ 
where, he shall give his Highness si.\ months previous notice, that is at 
the beginning of the third mid-\'ear. 

14. His Serene Highness undertakes to keep Joseph Heyden in his 
seiwice dining this time and. should he be satisfied with him, he may 
look forward to being appointed a fnll Capellmeister. This, however, 
must not be understood to deprive his Serene Highness of the right to 
dismiss the said Joseph Heyden at the expiration of the term, shonld he 
see fit to do so. 

In witness \\ hereof. duplicate copies of this document have been drawn 
lip and exchanged. 

Gi\'en at \aenna this first da\' of Ma\'. 1761. 

(sig/u’d) Joseph Haydn 

Kiul Geiriuger, Haijdu: .A Civaticc Life in Music iXew York: W. NY, Norton vX Coinpain, 
Inc.. 1946), 52-54. Reprinted Ry pernn.-ision of NV. \V. Norton Coinpan>. Ine., :md Geoiyie 
-Allen ix Unwin Ltd. Coviyright © 1946 h\- \V. \V. Norton 6c Company, Ine. Copyright re¬ 
newed 1974. 
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Gluck's Operatic Manifesto 

The score of Gluck’s second “reform” opera, Alceste, was published in Vienna in 
1769 with a dedicatory letter addressed to Leopold, Grand Duke of Tuscany and 
future Holy Roman Emperor. In this letter Gluck (or more accurately his libret¬ 
tist Ranieri Calzabigi) attacked some of the traditional conventions of the opera 
seria in what has long been regarded as the most important manifesto of his 
reform. But we prefer to use (jiiotation marks around that word, first, because, 
while Gluck’s “reform” operas were indeed different from the usual product of 
the time, they remained without influence, at least on Italian opera; and 
secondly, because the Gluck-Calzabigi reformist ideas were by no means origi¬ 
nal with them, but had been common currency among French and Italian writers 
from at least the beginning of the century. Furthermore, the “da capo aria,” with 
its two sections, the first of which was repeated and embellished at the end, was 
on its way out by the late 1760s. But the well-known document remains a caustic 
example of operatic criticism; and the ideals expounded at the end of our ex¬ 
cerpt are characteristic of the early Classical period. 

When I set to work on the music of Alceste, I determined to divest it 
entirely of all those abuses (introduced either by the uncomprehending 
vanity of the Singers or by the Composers’ excessive wish to please) 
which have so long disfigured the Italian Opera and have made of the 
grandest and loveliest of all spectacles the silliest and the most tedious. 

I proposed to restrict the music to its true function of serving the 
poem in the expression and in the situations of the story without inter¬ 
rupting the action or cooling it down with useless, superfluous or¬ 
naments; for I am inclined to believe it should be as lively coloring and a 
well-chosen assortment of lights and shadows are to a correct, well- 
proportioned drawing, animating its forms without altering their con¬ 
tours. 

Therefore, I have not seen fit to arrest an actor in the heat of dialogue 
to make him wait out a tedious ritornello [orchestral introduction], or to 
stop him in mid-word over a favorable vowel, or to show oft the 
nimbleness of his fine voice by means of a lengthy passage, or to 
purchase time with the Orchestra while he took breath for a cadenza. I 
have not deemed it necessary to hurry through the second stanza of an 
aria, though it be the more impassioned and significant, in order to have 
the leisure to repeat four times the words of the first; or to end an aria at a 
point where its sense may well be incomplete, in order to give the singer 
an opportunity to display his whimsical capacity to vary a passage in so 
many different ways; in short, I have endeavored to banish all those 
abuses against which common sense and reason have for so long cried 
out in vain. 
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It occ'urred to me that the overtvire ought to prepare the audience for 
the events to be presented, that it ought, so to speak, to set the theme; 
that the intervention of instrumental music ought to be determined by 
and reflect the interests and the passion [of the moment] and not cause 
the dialogue to be so forcibly split up into recitatives and arias, nor make 
mincemeat of sentences or interrupt inopportunely the impetus and 
warmth of the action. 

I further imagined that my greatest labor should consist in the search 
for a beautiful simplicity; and I have avoided making a display of dif¬ 
ficulties at the expense of clarity; I have not underrated the discovery of 
certain innovations, provided always they were offered naturally by the 
situation and the expression; nor is there a hallowed rule I have not 
willingly sacrificed for the sake of the [intended] effect. 

These are my principles. By good fortune, the libretto lent itself 
marvelously well to my design, for in it the celebrated author had 
imagined a novel plan for the drama, substituting for florid descriptions, 
for superfluous metaphors, and for cold, sententious morality the lan¬ 
guage of the heart, strong passions, interesting situations, and a con¬ 
stantly varying spectacle. Success has borne out my maxims, and the uni¬ 
versal approbation of so enlightened a city [Vienna] has plainly shown 
that simplicity, truth, and naturalness are the great principles of the 
Beautiful in all productions of art. 

Andrea Della Corte (ed.), Antologia della storia della miisica, 4th ed. (Turin: G. B. Pavia 
& Co., 1954), 229-30. Trans. P. W. 
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Some General Thoughts on Music by Dr. Burney 


Charles Burney (1726-1814), organist, composer, friend of Dr. Johnson, has al¬ 
ready furnished us with several illuminating passages culled from his travel jour¬ 
nals {The Present State of Music in France and Italy, 1771, and The Present State 
of Music in Germany, the Netherlands, and United Provinces, 1773) as well as 
from the great work that prompted him to undertake those journeys, the four- 
volume General History of Music, 1776-89. He loved Italian opera and German 
instrumental music. Though an ardent admirer of Handel (whom he had known 
personally), he felt music had reached the peak of perfection in his own time. 
His views reflect the optimistic outlook of the age of Enlightenment, when 
reason and common sense still seemed capable of solving every human dilemma, 
of explaining every obscurity. 
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Music is an innocent luxury, unnecessary, indeed, to our existence, 
but a great improvement and gratification of the sense of hearing. 

With respect to excellence of Style and Composition, it may perhaps 
be said that to practised ears the most pleasing Music is such as has the 
merit of novelty, added to refinement, and ingenious contrivance; and to 
the ignorant, such as is most familiar and common. 

As Music may be defined as the art of pleasing by the succession and 
combination of agreeable sounds, every hearer has a right to give way to 
his feelings, and be pleased or dissatisfied without knowledge, experi- 
ence, or the fiat of critics; but then he has certainly no right to insist on 
others being pleased or dissatisfied in the same degree. I can very readi¬ 
ly forgive the man who admires a different Music from that which 
pleases me, provided he does not extend his hatred or contempt of my 
favourite Music to myself, and imagine that on the exclusive admiration 
of any one style of Music, and a close adherence to it, all wisdom, taste, 
and virtue depend. 

There is a certain portion of enthusiasm connected with a love of the 
fine arts, which bids defiance to every curb of criticism; and the poetry, 
painting, or Music that leaves us on the ground, and does not ti^ansport us 
into the regions of the imagination beyond the reach of cold criticism, 
may be correct, but is devoid of genius and passion. 

Charles Burney, A General History of Music, ed. Frank Mercer (New York: Dover 
Publications, Inc., 1957), I, 21, 22; II, 7. 

Burney's notions of '‘enthusiasm" extended to the makeup of musicians them¬ 
selves. In The Present State of Music in Germany he has this to say about the 
composer}. B. Vanhall (1739-1813): 

A little perturbation of the faculties, is a promising circumstance in a 
young musician, and Mr. V. began his career very auspiciously, by being 
somewhat flighty. Enthusiasm seems absolutely necessary in all the arts, 
but particularly in music, which so much depends upon fancy and imagi¬ 
nation. A cold, sedate, and wary disposition, but ill suits the professor of 
such an art; however, when enthusiasm is ungovernable, and impels too 
frequent and violent efforts, the intellects are endangered. But as in¬ 
sanity in an artist is sometimes nothing more than an ebullition of ge¬ 
nius, when that is the case, he may cry out to the physicians who cure 
him, 

—Pol me occidistis, amici, 

Non servastis. 

['Tndeed, you have killed me, friends, not saved me.''] 

Percy A. Scholes (ed.). Dr. Burneifs Musical Tours in Europe (London: Oxford University 
Press, 1959), II, 121. 
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Here are two more extracts from A General History of Music: 

What judgment and good taste admire at first hearing, makes no im¬ 
pression on the public in general but by dint of repetition and habitude. 

The extraneous, and seemingly forced and affected modulation of the 
German composers of the present age, is only too much for us, because 
we have heard too little. Novelty has been acquired, and attention ex¬ 
cited, more by learned modulation in Germany, than by new and dif¬ 
ficult melody in Italy. We dislike both, perhaps, only because we are not 
gradually arrived at them; and difficult and easy, new and old, depend 
on the reading, hearing, and knowledge of the critic. The most easy, 
simple, and natural is new to youth and inexperience, and we grow nice 
and fastidious by frequently hearing compositions of the first class, 
exquisitely performed. 

Burney, A General History of Music, II, 11. 
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Frederick the Great Gives a Concert 


King Frederick II of Prussia (1712-86; ruled from 1740) was a brilliant military 
strategist, an able and tireless administrator, and, intellectually, a devotee of the 
French Enlightenment. His musical tastes ran to Italian operas as written by his 
court composers (he assisted them by furnishing dramatic subjects) and to com¬ 
positions for the flute as performed by himself. As a composer he is credited with 
writing 121 sonatas and four concertos for the flute, as well as some opera arias. 
But his chief supplier of flute music was his teacher, the eminent Johann 
Joachim Quantz (see above, page 263). The following eyewitness account is 
taken from Burney’s The Present State of Music in Germany, the Netherlands, 
and United Provinces. 


Thursday, October 1st [1772] 

As some readers may, perhaps, be curious to know in what manner 
his majesty spends his time each day, at Sans-Souci, I shall here present 
them with a detail of that regular disposition of it, to which he has strictly 
adhered, during peace, ever since he began his reign: indeed, the evolu¬ 
tions of his soldiers, on the parade, cannot be more exact than his own 
diurnal motions. 

His majesty’s hour of rising, is constantly at four o’clock in the morn¬ 
ing, during summer, and at five in winter; and from that time till nine, 
when his ministers of different departments attend him, he is employed 
in reading letters, and answering them in the margin. He then drinks one 
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dish of coffee, and proceeds to business with his ministers, who come 
full fraught with doubts, difficulties, documents, petitions, and other 
papers, to read. With these he spends two hours, and then exercises his 
own regiment on the parade, in the same manner as the youngest colonel 
in his service. 

At twelve o’clock he dines. His dinner is long, and generally with 
twelve or fourteen persons; after this he gives an hour to artists and 
projectors: then reads and signs the letters, written by his secretaries, 
from the marginal notes which he had made in the morning. When this is 
over, he thinks the business of the day is accomplished; the rest is given 
to amusement; after his evening concert, he gives some time to conversa¬ 
tion, if disposed for it, and his courtiers in waiting constantly attend for 
that purpose; but whether that is the case or not, he has a lecturer to read 
to him, every evening, titles and extracts of new books, among which he 
marks such as he wishes to have purchased for his library, or to read in 
his cabinet. In this manner, when not employed in the field, reviewing 
his troops, or in travelling, he spends his time: always retiring at ten 
o’clock after which, however, he frequently reads, writes, or composes 
music for his flute, before he goes to bed. 

I was carried [to Sans-Souci] between five and six o’clock in the eve¬ 
ning, by an officer of the household, a privileged person, otherwise it 
would have been impossible for a stranger, like myself, to gain admis¬ 
sion into a palace where the king resides; and even with my well-known 
guide, I underwent a severe examination, not only at going out of the 
gates at Potsdam, but at every door of the palace. When we arrived at the 
vestibule, we were met by M. de Catt, lecturer to his majesty, and 
member of the royal academy, to whom I had been furnished with a let¬ 
ter, who very politely attended my conductor and me the whole evening. 

I was carried to one of the interior apartments of the palace, in which 
the gentlemen of the king’s band were waiting for his commands. This 
apartment was contiguous to the concert-room, where I could distinctly 
hear his majesty practising Solfeggi [i.e., exercises] on the flute, and ex¬ 
ercising himself in difficult passages, previous to his calling in the band. 
Here I met with M. Benda [a famous violinist and composer attached to 
Frederick’s court], who was so obliging as to introduce me to M. 
Quantz. 

The figure of this Veteran Musician, is of an uncommon size: 

The son of Hercules he justly seems. 

By his broad shoulders, and gigantic limbs; 

and he appears to enjoy an uncommon portion of health and vigour, for a 
person arrived at his 76th year. We soon began a musical conversation; 
he told me, that his majesty and scholar played no other concertos than 
those which he had expressly composed for his use, which amounted to 
300, and these he performed in rotation. This exclusive attachment to the 
productions of his old master, may appear somewhat contracted; howev- 
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er, it implies a constancy of disposition, but rarely to be found among 
princes. 

These reflections, which occurred to me while I was conversing with 
M. Quantz, were interrupted by the arrival of a messenger from the king, 
commanding the gentlemen of his band to attend him in the next room. 

The concert began by a German-flute concerto, in which his majesty 
executed the solo parts with great precision; his embouchure was clear 
and even, his finger brilliant, and his taste pure and simple. I was much 
pleased, and even surprised with the neatness of his execution in the 
allegros, as well as by his expression and feeling in the adagio; in short, 
his performance surpassed, in many particulars, any thing I had ever 
heard among Dilettanti, or even professors. His majesty played three 
long and difficult concertos successively, and all with equal perfection. 

M. Quantz bore no other part in the performance of the concertos of 
to-night than to give the time with the motion of his hand, at the begin¬ 
ning of each movement, except now and then to cry out bravol to his 
royal scholar, at the end of the solo parts and closes; which seems to be a 
privilege allowed to no other musician of the band. The cadences [here 
both “closes” and “cadences” = cadenzas] which his majesty made, 
were good, but very long and studied. It is easy to discover that these 
concertos were composed at a time when he did not so frequently 
require an opportunity of breathing as at present; for in some of the 
divisions [rapid passages], which were very long and difficult, as well as 
in the closes, he was obliged to take his breath, contrary to rule, before 
the passages were finished. 

After these three concertos were played, the concert of the night 
ended, and I returned to Potsdam; but not without undergoing the same 
interrogatories from all the sentinels, as I had done in my way to Sans- 
Souci. 

Percy A. Scholes (ed.). Dr. Burney’s Musical Tours in Europe (London: 0.xford University 
Press, 1959), II, 180-82. 
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The Young Mozart as a Scientific Curiosity 


Mozart’s father traveled far and wide with his precocious son and somewhat 
older daughter, determined to make the most of their talent while they were still 
young and, therefore, box-office sensations. While in London in 1765, Mozart 
(then nine years old) was made the object of scientific scrutiny by Daines Bar¬ 
rington, a Fellow of the Royal Society, who later sent in an official report to its 
Secretary. The report (excerpts of which appear below) was eventually read at a 
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Leopold^ Wolfgangy and Marianne Mozart in Paris in 1764. Engraving 
after a water color by Louis Carrogis (known as Carmontelle, 1716-1806). 
It was clearly intended for publicity purposes. An earlier, more realistic 
version exists, in which Mozart’s face is less cherubic and his legs are 
considerably longer; understandably, no engraving was ever made of that 
picture. 
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meeting and published in the Society’s Philosophical Transactions. Like a true 
scientist, Barrington obtained a copy of Mozart’s birth date from the parish regis¬ 
ter in Salzburg and so was able to satisfy himself that he had not been examining 
a midget. 


Account of a Very Remarkable Young Musician 

SIR, 

If 1 was to send you a well attested account of a boy who measured seven 
feet in height, when he was not more than eight years of age, it might be 
considered as not undeserving the notice of the Royal Society. 

The instance which 1 now desire you will communicate to that learn¬ 
ed body, of as early an exertion of most extraordinary musical talents, 
seems perhaps equally to claim their attention. 

Joannes Chrysostomiis Wolfgangus Theophihis Mozart, was born at 
Saltzbourg, on the 17th [really the 27th] of January, 1756. 

1 have been informed by a most able musician and composer, that he 
frequently saw him at Vienna, when he was little more than four years 
old. 

By this time he not only was capable of executing lessons on bis 
favourite instmment the harpsichord, but composed in an easy stile and 
taste, which were much approved of. 

His extraordinary musical talents soon reached the ears of the present 
empress dowager, who used to place him upon her knees whilst he 
played on the harpsichord. 

This notice taken of him by so great a personage, together with a cer¬ 
tain consciousness of his most singular abilities, had much emboldened 
the little musician. Being therefore the next year at one of the German 
courts, where the elector encouraged him, by saying, tbat he had nothing 
to fear from his august presence, little Mozart immediately sat down 
with great confidence to his harpsichord, informing his highness, that he 
had played before the empress. 

At seven years of age his father cairied him to Paris, where he so dis¬ 
tinguished himself by his compositions, that an engraving was made of 
him. 

The father and sister who are introduced in this print, are excessively 
like their portraits, as is also little Mozart, who is stiled “Compositeur et 
Mai'tre de Musique, age de sept ans.” 

After the name of the engraver, follows the date, which is in 1764; 
Mozart was therefore at this time in the eighth year of his age. 

Upon leaving Paris, he came over to England, where he continued 
more than a year. As during this time I was witness of his most extraordi¬ 
nary abilities as a musician, both at some publick concerts, and likewise 
by having been alone with him for a considerable time at his father’s 
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house; I send you the following account, amazing and incredible almost 
as it may appear. 

I carried him a manuscript duet, which was composed by an English 
gentleman to some favourite words in Metastasio’s opera of Demofoonte. 

The whole score was in five parts, viz. accompaniments for a first and 
second violin, the two vocal parts, and a bass. 

My intention in carrying with me this manuscript composition, was to 
have an irrefragable proof of his abilities, as a player at sight, it being ab¬ 
solutely impossible that he could have ever seen the music before. 

The score was no sooner put upon his desk, than he began to play the 
symphony [i.e., the orchestral introduction] in a most masterly man¬ 
ner, as well as in the time and stile which corresponded with the inten¬ 
tion of the composer. 

I mention this circumstance, because the greatest masters often fail in 
these particulars on the first trial. 

The symphony ended, he took the upper [vocal] part, leaving the 
under one to his father. 

His voice in the tone of it was thin and infantine, but nothing could 
exceed the masterly manner in which he sung. 

His father, who took the under part in this duet, was once or twice 
out, though the passages were not more difficult than those in the upper 
one; on which occasions the son looked back with some anger pointing 
out to him his mistakes, and setting him right. 

He not only however did complete justice to the duet, by singing his 
own part in the truest taste, and with the greatest precision: he also 
threw in the accompaniments of the two violins, wherever they were 
most necessary, and produced the best effects. 

It is well known that none but the most capital musicians are capable 
of accompanying in this superior stile. 

Barrington next asked Mozart to improvise a love song and a song of rage, “such 
as might be proper for the opera stage.” He did both extremely well, and by the 
middle of the second song “he had worked himself up to such a pitch, that he 
beat his harpsichord like a person possessed, rising sometimes in his chair.” 

After this he played a difficult lesson [a sonata], which he had 
finished [composing] a day or two before: his execution was amazing, 
considering that his little fingers could scarcely reach a fifth on the harp¬ 
sichord. 

His astonishing readiness, however, did not arise merely from great 
practice; he had a thorough knowledge of the fundamental principles of 
composition, as, upon producing a treble [i.e. a melody], he immedi¬ 
ately wrote a bass under it, which, when tried, had very good effect. 

The facts which I have been mentioning I was myself an eye witness 
of; to which I must add, that I have been informed by two or three able 
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musicians, when [John Christian] Bach the celebrated composei had 
begun a fugue and left off abruptly, that little Mozart hath immediately 
taken it up, and worked it after a most masterly manner. 

Witness as I was myself of most of these extraordinary facts, I must 
own that I could not help suspecting his father imposed with regard to 
the real age of the boy, though he had not only a most childish appear¬ 
ance, but likewise had all the actions of that stage of life. 

For example, whilst he was playing to me, a favourite cat came in, 
upon which he immediately left his harpsichord, nor could we bring him 
back for a considerable time. 

He would also sometimes run about the room with a stick between 
his legs by way of a horse. 

O. E. Deutsch (ed.), Mozart: Die Dokumente seines Lebens {Neue Ausgabe sdmtlicher 
Werke, Ser. X/34 [Kassel: Barenreiter, 1961]), 86-90. 
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From Mozart’s Letters 


During his stay in Paris in 1778, Mozart made the aequaintanee of a musieal no¬ 
bleman, the Due de Guines, who eommissioned him to write the Coneerto for 
Flute and Harp, K. 299. In a letter to his father, Mozart deseribes his amusing at¬ 
tempts to get the nobleman’s inhibited daughter to compose an original tune. His 
father, commenting on the situation, reminded him quite sensibly that one could 
not expect a student to put down original ideas at the fourth lesson and added, 
“Do you think everybody has your genius?” 


Paris, 14 May 1778 

I believe 1 already wrote you in my last letter that the Due de Guines, 
whose Daughter is my Pupil in Composition, plays the flute surpassingly 
well, and she the Harp magnifieently; she has a great deal of Talent, and 
genius, and in partieular an ineomparable memory, for she plays all her 
pieees by heart—200 of them, in faet. But she seriously doubts whether 
she also has any genius for Composition—especially with regard to 
thoughts—ideas; but her father (who, between ourselves, dotes on her a 
little too mueh) says she most eertainly has ideas; that it’s just bashful¬ 
ness—that she just laeks self-eonfidenee. Well, we shall see. If she gets 
no ideas or thoughts (for at the moment she hasn’t any at all), then there 
is no help for it—goodness knows I eannot give her any. It is not her fa¬ 
ther’s intention to make a great Composer of her; she need not (he said) 
write any operas, any arias, any Concertos, any Symphonies, but merely 
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grand Sonatas for her instrument and mine. I gave her her 4th Lesson 
today, and I’m tolerably pleased with her where the Rules of Composi¬ 
tion and part writing are concerned—she set me a pretty good Bass part 
under the first Minuet I wrote down for her. Now she’s already begun to 
write in 3 parts. It is going quite well, but she is soon Bored; only I can¬ 
not help it, I cannot possibly move on: it’s too early, even if the genius 
were really there, but unfortunately it is not—it will all have to be done 
artificially. 

She has no ideas at all. Nothing will come. I have Tried all kinds of 
things with her; among others, it occurred to me to write down quite a 
simple Minuet and see whether she might not be able to make a varia¬ 
tion on it. Well, that was of no use. Now then, thought I, she just doesn’t 
know how to go about it—and so I began a variation, just on the first bar, 
and told her to go on in the same vein and to stick to the idea; this, at last, 
went pretty well. When she had finished, I asked her to be so good as to 
begin something herself—^just the top part, a Melody. Well, she brooded 
for a whole quarter of an hour—and nothing came. So then I wrote down 
4 bars of a Minuet and said, “Just see what an Ass I am! Here I’ve begun 
a Minuet and can’t even finish the first part of it! Do be so Kind as to 
complete it for me.” This she believed to be impossible. Finally, after 
much effort, something was brought forth; I was glad indeed that for 
once something had come. 

Piero Weiss (ed.), Letters of Composers Through Six Centuries (Philadelphia; Chilton 
Books, 1967), 125-26. 

While in Paris, Mozart was commissioned to write a symphony for the so-called 
Concert Spirituel (see above, p. 211). In the following letter to his father, he has 
been describing the afternoons he and his friend Anton Raaff (a well-known 
tenor) have been spending at the house of a German diplomat; 

12 June 1778 

Today I brought along the new Symphony, which I have just 
completed and which will open the Concert Spirituel on Corpus Christi. 
They both liked it extremely well. I am very pleased with it myself. 
Whether or not it will be a success, however, I can’t say—nor, to tell the 
truth, do I really care. For, who will not like it?—I’ll wager it will please 
the few sensible Frenchmen there; as for fools, I cannot view it as a ca¬ 
lamity if they don’t like it. But I have hopes that even Donkeys will find 
in it something to please them; what’s more, I haven’t forgotten the First 
Stroke of the Bow!—and that’s quite enough. 

The fuss these blockheads make about it! What the devil! I can’t 
make out the difference—they all begin together—just as they do in 
other towns. It’s too ridiculous. Raaff has told me a story on the sub¬ 
ject—it happened to [the composer] dall’Abaco in Munich, or some¬ 
where. A Frenchman asked him: 
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“Monsieur, have you been to Paris?” 

“Otur 

“Have you attended the Concert Spirituel?” 

“Ouir 

“What think you of the First Stroke of the Bow? Have you heard 
the First Stroke of the Bow?” 

“Oui, I have heard the first stroke and the last.” 

“The last? What d’you mean, the last?” 

“Mais oui, the first and the last. And I liked the last even better.” 
I must close now. 

The symphony, K. 297 (300a), was performed six days later, on June 18. Here is 
Mozart’s account of the event to his father: 


3 July 1778 

It was performed to general applause on Corpus Christi; and the 
“Courrier de I’Europe,” so I hear, has printed a notice on it, which 
makes it an exceptional success. I was very upset at the Rehearsal, for I 
had not heard such miserable playing in all my Days; you cannot imag¬ 
ine how they twice stumbled through the Symphony without stopping, 
and scratching all the while. —I was really quite upset.—I should have 
liked to Rehearse it once more, but as they always Rehearse so many 
things, there was no time for it; and so I went to bed with a heavy heart 
and in a dissatisfied and angry frame of mind. The next day I resolved 
not to attend the Concert; but the weather turning fine in the evening, I 
finally decided to go—determined, however, that if things went as badly 
as they had at the Rehearsal, I should certainly go up to the stage, snatch 
the violin from Mr. La Houssaye (the leader of the orchestra), and con¬ 
duct myself. 

I prayed God that it might go well—it is all for his greater honor and 
glory—and lo and behold, the Symphony began. Raaff stood next to me. 
Just in the middle of the first Allegro [movement] there was a Passage I 
was sure would please. All the listeners went into raptures over 
it—applauded heartily. But as, when I wrote it, I was quite aware of its 
Effect, I introduced it once more towards the end—and it was applauded 
all over again. The Andante [movement] pleased them too, but the last 
Allegro even better. I had heard that final Allegros, here, must begin in 
the same way as the first ones, all the instruments playing together, 
mostly in unison. I began mine with nothing but the 1st and 2nd violins 
playing softly for 8 bars—then there is a sudden/orfe. Consequently, the 
listeners (just as I had anticipated) all went “Sh!” in the soft pas¬ 
sage—then came the sudden forte —and no sooner did they hear the 
forte than they all clapped their hands. I was so glad, that, the minute the 
Symphony was finished, I went to the Palais Royal, ordered a good ice 
cream, said my Rosary as I had vowed to do, and went home. 
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W. A. Bauer and O. E. Deutsch (eds.), Mozart: Rriefe and Atifzeichnungen, II (Kassel: 
Barenreiter, 1962), 378-79, 388-89. Trans. P. W. 
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Haydns Reception in London 


Haydn’s two visits to England late in his career (1791-92, 1794-95) represent a 
bright culminating point in the story of the man’s life; and since his last, and 
greatest, symphonies were composed to be performed in London (six for the first 
visit, six for the last), Haydn’s connection with England also forms a vital chapter 
in the history of the symphony. In the present context we may, perhaps, concen¬ 
trate on yet a third aspect of those visits: the emergence of the veteran composer 
(he was fifty-eight years old when he first went to London) from an appreciative, 
yet still essentially feudal society (see his original contract with his patron, p. 
298) into the glare of public recognition of England’s far more modern society. 
The aristocracy, to be sure, gave him a warm welcome. But it was his personal ap¬ 
pearances at crowded concerts and the endless stream of rapturous prose—and 
verse—published in the daily papers that made this such an unusual experience 
for him. Concerts and newspapers were, of course, symbols of the importance of 
the middle class, which, on the European continent, even at this late date, had 
not yet acquired a comparable position. Our first excerpt is taken from a lengthy 
poem (doggerel, really) written—and published—by Charles Burney soon after 
Haydn’s first arrival, in 1791. The fourth stanza is particularly noteworthy for 
its recognition of Germany’s new-won hegemony in the realm of instrumental 
music—'a preeminence for which Haydn was chiefly responsible. 


Verses on the Arrival of Haydn in England price one shilling 

Music! The Calm of life, the cordial bowl, 

Which anxious care can banish from the soul, 

Affliction soothe, and elevate the mind, 

And all its sordid manacles unbind, 

Can snatch us from life’s incidental pains. 

And ‘‘wrap us in Elysium with its strains!” 

To cultivated ears, this fav’rite art 
No new delight was able to impart; 

No Eagle flights its votaries durst essay. 

But hopp’d, like little birds, from spray to spray. 

At length great HAYDN’S new and varied strains 
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Of habit and indifFrence broke the chains; 

Rous’d to attention the long torpid sense, 

With all that pleasing wonder could dispense. 

Whene’er Parnassus’ height he meant to climb, 

Whether the grand, pathetic, or sublime. 

The simply graceful, or the comic vein. 

The theme suggested, or enrich’d the strain. 

From melting sorrow to gay jubilation, 

Whate’er his pen produc’d was Inspiration! 

Haydn! Great Sovereign of the tuneful art! 

Thy works alone supply an ample chart 
Of all the mountains, seas, and fertile plains. 

Within the compass of its wide domains.— 

Is there an Artist of the present day 
Untaught by thee to think, as well as play? 

Whose hand thy science has not well supplied? 

Whose hand thy labours have not fortified?— 

Thy style has gain’d disciples, converts, friends. 

As far as Music’s thrilling power extends. 

Nor has great Newton more to satisfaction 
Demonstrated the influence of Attraction. 

And though to Italy of right belong 
The undisputed sovereignty of Song: 

Yet ev’ry nation of the earth must now 
To Germany pre-eminence allow 
For instrmnental powers, unknown before 
Thy happy flights had taught her sons to soar. 

Welcome, great Master! to our favour’d Isle, 

Already partial to thy name and style; 

Long may thy fountain of invention run 
In streams as rapid as at first begun; 

While skill for each fantastic whim provides. 

And certain science ev’ry current guides! 

Oh, may thy days, from human sufFrings free. 

Be blest with glory and felicity! 

With full fruition, to a distant hour. 

Of all thy magic and creative pow’r! 

Blest in thyself, with rectitude of mind; 

And blessing, with thy talents, all mankind! 

The concerts at which Haydn presented his symphonies (which the British at 
this time persisted in calling “Overtures” or “Grand Overtures”), marking the 
time and accompanying them from the haipsichord or piano, were faithfully 
described and reported on by several of the London dailies. Here are some ex¬ 
cerpts. After the first concert (11 March 1791); 
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The First Concert under the auspices of HAYDN was last night, and 
never, perhaps, was there a richer musical treat. 

It is not wonderful that to souls capable of being touched by music, 
HAYDN should be an object of homage, and even of idolatry; for like our 
own SHAKSPEARE, he moves and governs the passions at will. 

His new Grand Overture was pronounced by every scientific ear to 
be a most wonderful composition; but the first movement in particular 
rises in grandeur of subject, and in the rich variety of air and passion, 
beyond any even of his own productions. The Overture has four 
movements—An Allegro—Andante—Minuet—and Rondo. They are all 
beautiful, but the first is pre-eminent in every charm, and the Band per¬ 
formed it with admirable correctness. 

We were happy to see the Concert so well attended the first Night; for 
we cannot suppress our very anxious hopes, that the first musical genius 
of the age may be induced, by our liberal welcome, to take up his resi¬ 
dence in England. 

The symphony performed at that first concert was, according to Haydn scholar 
H. C. Robbins Landon, the “Oxford” Symphony, no. 92 (Haydn presented it at 
Oxford later that year, when he was awarded the honorary degree of Doctor of 
Music). Here, next, are comments on the first performance of Symphony no. 94, 
known as the “Surprise,” after the sudden crash in the slow movement, which, 
as we can see, caused quite a flutter the first time it was heard (23 March 1792): 

Act 2d [i.e., the second half of the program] opened with a first per¬ 
formance of the GRAND OVERTURE composed by HAYDN for that 
evening. 

The Second Movement was equal to the happiest of this great Mas¬ 
ter’s conceptions. The surprise might not be unaptly likened to the situa¬ 
tion of a beautiful Shepherdess who, lulled to slumber by the murmur of 
a distant Waterfall, starts alarmed by the unexpected firing of a fowling- 
piece. The flute obligato was delicious. 


The “Clock” Symphony, no. 101, was completed during Haydn’s second visit 
and first performed on 3 March 1794; 

As usual the most delicious part of the entertainment was a new grand 
Overture by HAYDN; the inexhaustible, the wonderful, the sublime 
HAYDN! The first two movements were encored; and the character that 
pervaded the whole composition was heartfelt joy. Every new Overture 
he writes, we fear, till it is heard, he can only repeat himself; and we are 
every time mistaken. Nothing can be more original than the subject of 
the first movement; and having found a happy subject, no man knows like 
HAYDN how to produce incessant variety, without once departing from 
it. The management of the accompaniments of the andante, though per- 
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fectly simple, was masterly; and we never heard a more charming effect 
than was produced by the trio to the minuet.—It was HAYDN; what can 
we, what need we say more? 

The “Military” Symphony (no. 100) was first performed on 31 March 1794, and 
again on April 7. It became Haydn’s most popular symphony, thanks to the effect 
created by the second movement: 

Another new Symphony, by Haydn, was performed for the second time; 
and the middle movement was again received with absolute shouts of 
applause. Encore! encore! encore! resounded from every seat: the La¬ 
dies themselves could not forbear. It is the advancing to battle; and the 
march of men, the sounding of the charge, the thundering of the onset, 
the clash of arms, the groans of the wounded, and what may well be 
called the hellish roar of war increased to a climax of horrid sublimity! 
which, if others can conceive, he alone can execute; at least he alone 
hitherto has effected these wonders. 

H. C. Robbins Landon, Haydn: Chronicle and Works, III: Haydn in England (Blooming¬ 
ton, Ind.: Indiana University Press, 1976), 32-35, 49-50, 150, 241, 247. 
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Sonata Form and the Symphony 
Described by a Contemporary of Haydn 


Augustus Frederic Christopher Kollmann (1756-1829) was a German-born, 
German-trained musician who plied his trade as organist and chapel master in 
England from 1782 until his death. He was also the author of a number of re¬ 
spectable technical treatises in the language of his adopted eountry. These cul¬ 
minated in 1799 with An Essay on Practical Musical Composition, which gives 
detailed instruetions for eomposition in the older striet forms (fugue, canon) and 
somewhat more general ones for the more modern symphony, sonata, and eon- 
certo. At the beginning of our exeerpt, Kollmann addresses himself to what today 
is generally referred to as “sonata form”—i.e., the form of “long movements” 
(typically, but not exclusively, the first) in symphonies and sonatas. In keeping 
with the views of his time, he sees the sonata form as a kind of expanded two-part 
(“binary”) form and deseribes it solely aeeording to its modulations. Later writ¬ 
ers (beginning with Carl Czerny in the nineteenth eentury) have viewed 
the form as a three-part (“ternary”) design to be deseribed aeeording to the 
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progress of its themes (the familiar complex of Bithematic Exposition—Develop- 
ir>6nt Recapitulation). The nineteenth-century view has always made it neces¬ 
sary to regard some of the ripest Classical symphonies (Haydn’s “London,” 
Beethoven’s “Eroica”) as somehow irregular or deviant, which is not the case if 
the older description is applied. Kollmann in fact tells us he has been influenced 
diiectly, in his description of form in general and of symphonies in particular, by 
the example of Haydn s late works, so recently presented to London audiences 
(see the preceding selection). 


Modulation of a Piece 

In its outlines, a long movement is generally divided into two sections. 
The first, when the piece is in major, ends in the fifth of the scale [i.e., 
the dominant], and the second in the key; but when the piece is in 
minor, the first section generally ends in the third of the scale [i.e., 
the relative major], and the second in the key. These two sections are ei¬ 
ther separated by a double bar or repeat, or not distinguished by any par¬ 
ticular mark; which latter commonly is the case in concertos or those 
pieces which would become too long by a repetition. But though pieces 
are not calculated for a repetition, the above distinction of two sections is 
required in them, if they shall create an expectation at the beginning, 
and give a satisfaction at the end; without which they cannot be truly en¬ 
tertaining. 

In regard to other particulars, the said two sections admit, besides a 
regular setting out, and a return, three sorts of elaboration, all of which 
may be distributed in the following manner, viz.: 

Each section, may be divided into two .subsections; which in the 
whole makes four subsections. 

The first subsection must contain the setting out from the key towards 
its fifth in major, or third in minor; and it may end with the chord of the 
key note or its fifth, but the latter is better. The second subsection 
comprehends a first sort of elaboration, consisting of a more natural mod¬ 
ulation than that of the third subsection; it may be confined to the fifth or 
third of the key only, or also touch on some related, or even non-related 
keys if only no formal digression is made to any key but the said fifth in 
major, or third in minor. The third subsection or beginning of the second 
section, comprehends a second sort of elaboration, consisting of digres¬ 
sions to all those keys and modes which shall be introduced besides that 
of the fifth (or third); and being the place for those abrupt modulations, 
or enharmonic changes, which the piece admits or requires. The fourth 
subsection contains the return to the key, with a third sort of elaboration, 
similar to that of the first subsection. 

The above is the plan of modulation, which will be found attended to 
in most sonatas, symphonies, and concertos, as well as elaborate airs and 
choruses, of all great Composers, because it is the most reasonable one. 
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and the most adapted to the nature of our attention, and our feeling, 
hitherto known. But it may be varied almost to the infinite. For, the dif¬ 
ferent sections and subsections of a piece may be of any reasonable vari¬ 
ety of length, and the said sorts of modulation and elaboration may be 
diversified without end, as it also appears from the composition of great 
Composers, and will require no demonstration. 

In pieces of three and more movements, the first and last should be 
set in the same key, to preserve the impression of one and the same 
piece, but they may be different in inode [i.e., minor and major], the 
same as in those of two movements. And the one or more movements be¬ 
tween the first and last, may be set in any variety of related keys and 
modes; which a judicious fancy can suggest. Fine examples of pieces of 
four movements are most of Haydn’s Symphonies. 


Of Free Symphonies 

Under this denomination I comprehend all those Symphonies which 
have no prescribed [i.e., programmatic] Character; though I have said 
before that every Musical Piece ought to have some general character. 

They may be used either to precede a Concert or Theatrical Piece 
like an Overture, or to fill up some intervals between the said pieces; or 
also on any other occasion. 

They may be written of any reasonable Length, like Sonatas, and con¬ 
sist of the same Number and Variety of Movements as Sonatas, from 
which they differ chiefly in that they are calculated to be performed by 
more than one Performer to each part, that is, by an Orchestra. But 
Haydn s Symphonies generally consist of four Movements, viz: an 
Allegro; an Adagio; a Menuetto; and a Presto; or some other Movement 
similar to these. In most of his latter Symphonies that Autlior also 
begins with a short Adagio before the first Allegro, which serves to 
prepare the hearers for the piece to which it is an introduction, and 
heightens the effect of its beginning. Here I refer to Haydn’s twelve 
Symphonies lately published by Mr. Salomon. 

When a Symphony is to be written for an Orchestra, there ought to be 
considered: first, the construction of its Subjects [i.e., themes]; se¬ 
condly, the distribution of its Harmony between the different in¬ 
struments. 

If a Symphony for an Orchestra shall not be imperfect, its principal 
Subjects ought to be of such a nature, that all Instruments can execute 
them, or at least join in them in the principal Key. If this role is not at¬ 
tended to, a Symphony cannot answer the purpose of employing the 
whole Orchestra to advantage; and Haydn will be found very particular 
in attending to this rule, for the subjects of most of his best Symphonies 
are not only calculated for the Horn and Trumpet, but even for the Kettle 
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Drums, of which the beginning of No. I of the twelve mentioned above 
[i.e., Symphony no. 97 in C major], may serve for an Example. 

Augustus F. C. Kollmann, An E.ssay on Practical MusicalConiposition (London, 1799), 5-7, 
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A Musical Episode of the French Revolution 


The effects of the French Revolution on European music were as vast and im¬ 
measurable as its effects on European life generally. Its most immediate and 
measurable effects form part of French, and more particularly Parisian, musical 
history. For example, when the Royal Guard became the National Guard, its 
musicians found themselves unprovided for by the new statutes; after various 
vicissitudes, and after merging with the erstwhile Royal School of Singing and 
Declamation, they became the faculty of a new, municipal “free music school”; 
the National Gonvention made it a government institution in 1793 and renamed 
it “Gonservatoire” in 1795. Thus one of France’s most famous and important 
musical institutions was a direct offspring of the Revolution. Understandably, its 
members were among the most ardent supporters of the new order. And since 
music, in turn, had an impact on the course of events, it is fair to say that Gossec, 
Lesueur, Mehul, and the rest of the composer-teachers of that early National In¬ 
stitute of Music fought in the front ranks on the side of liberty and equality. An 
instance of this follows. At the height of the Reign of Terror, Robespierre (in op¬ 
position to both the extreme atheist position and orthodox Gatholicism) es¬ 
tablished by decree the cult of the Supreme Being and appointed 20 Prairial, 
year II (i.e., 8 June 1794), as the day on which the first Festival of the Supreme 
Being would be celebrated. The painter Jacques Louis David, entrusted with the 
arrangements, decided that twenty-four hundred representatives of the various 
Parisian “sections” should sing atop an artificial “mountain” and that “the whole 
people” should join in the singing. There was to be a new hymn as well as the 
“Marseillaise” decked out with a new, appropriate text. Who but the members of 
the Institute of Music could be entrusted with the task of teaching half of Paris to 
sing the new music? The Institute (whose director, Bernard Sarrette, had nor- 
rowly escaped the guillotine a couple of months earlier) hastened to offer its ser¬ 
vices to the dread Gommittee of Public Safety in the terms given below. And on 
19 Prairial, from 7 to “well after 10” at night, France’s most distinguished com¬ 
posers were seen in every “section” of the city, violin or flute in hand, teaching 
the people of Paris to sing in tune. The Festival of the Supreme Being proved to 
be the most impressive, if not the most spontaneous, of the French Revolution’s 
many public ceremonies. 
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Representatives of the people: 

The National Convention, in decreeing festivals worthy of the people’s 
majesty, has called on all the arts to contribute to their magnificence. 

Music, by virtue of the special character it stamps on them, plays too 
important a part in the celebration of these festivals for the National In¬ 
stitute not to be penetrated with a sense of the sublime duties it must 
carry out. 

Not only is it mindful of the riches which the art of music must bring 
to these festivals, and the scholar musicians it must form for every part of 
the Republic; there is yet a more honorable function to which it pledges 
itself: that is, to transmit to the people the music of the hymns which 
shall have been chosen to be consecrated at the public festivals. 

The void left by the suppression of fanaticism’s rites must be filled by 
the songs of liberty, and the people must, with its accents, increase the 
solemnity of the festivals dedicated to the virtues honored by the 
Republic. 

Simple songs shall be composed; the members of the Institute shall 
betake themselves to each district, to the primary schools: the people, 
and its most interesting portion, the hope of the fatherland, shall there 
learn the hymns that are to be performed at the festivals. 

Thus shall the free French people prove to enslaved Germany and 
Italy that they, too, possess genius in this art, but that they dedicate it 
solely to songs of liberty. 

In the School of Martial Arts, young patriots shall be drilled by the In¬ 
stitute in warlike songs: these will impart fresh vigor to their enthusiasm 
for liberty, love of equality, and severe character of pure republicanism. 

Let the despots tremble: more than once has a national song, sounded 
in battle, caused Frenchmen to redouble their valorous efforts; and the 
courage that shattered the tyrant’s throne was nurtured by the songs of 
the people. 

The accents of liberty always precede its banners. 

In the name of the National Institute of Music: 

Lesueur, composer; Mehul, composer; GOSSEC, composer; 
DalayraC, composer; SaRRETTE; Gatel, composer; P. Rode, vio¬ 
linist; Devienne, composer; Hermann, harpsichordist; Lefevre, 
clarinetist; Ozi, bassoonist; Veny, secretary; BuCH, horn player; 
Sallantin, oboist; L. JaDIN, composer; Mathieu, serpent player; 
HugOT, flutist; LevaSSEUR, violoncellist; F. DUVERNOY, horn 
player; BlaSIUS, violinist. 

Julien Tiersot, Les Fetes et les chants de la revolution francaise (Paris; Hachette & Cie., 
1908), 150-51. Trans. P.W. 
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Vienna, 1800 


Musical conditions in die fabled capital—where Mozart had died nine years 
before in comparative neglect, where Haydn was living out his last creative years 
in honor, where Beethoven’s brilliant career was in die ascendant—are 
graphically described here by the correspondent of the leading German musical 
journal, and it does not seem at all necessary to qualify his words or to warn mod¬ 
ern readers of any exaggerations or distortions: his report is quite objective, as 
anyone acquainted with the lives of the three masters can testify. Indeed, the 
part of the article dealing with Beethoven’s first concert of his own works (which 
included the first performance of his Symphony no. 1) will be familiar to readers 
of his biography. Less familiar, perhaps, will be the description of the general 
decay of musical standards that went with the decline of aristocratic patronage, 
or of the rise of trivial “salon music” that attended the rise of the bourgeoisie. For 
that reason, the article has been quoted at some length. (We should note that 
when the writer is discussing the “direction” of an orchestra, he does not yet 
mean conducting with a baton, but rather the traditional leadership by a 
violinist-concertmaster—see the comments by Quantz, p. 266, and the extract 
from Spohr’s autobiography, p. 345.) 


A Sketch of the Principal Features of 
Contemporary Musical Life in Vienna 

Theater Music 

It is in this field, as everybody knows, that instead of attaining perfee- 
tion, music has in many respects suffered harm. The administration [of 
the theaters] cannot possibly escape the reproach of having repeatedly 
misused both art and artists. 


Italian Opera 

[After appraising the leading singers, the writer continues:] The rest of 
the Italian singers are less remarkable. The orchestra has no lack of es¬ 
timable players, but it lacks good will, unanimity, and dedication to the 
art. Such selfless dedication seems quite foreign to them, and often the 
orchestra is not, as the saying goes, together. One might wish that the 
gentlemen who play the double bass were somewhat less easy-going. In 
very loud passages, we hear rather a buzzing and a rumbling than a clear, 
penetrating bass-tone (which would greatly enhance the general effect). 
Herr Conti, the director, is obviously unequal to his task. It often hap- 
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pens that half the orchestra is made up of substitutes sent in by these 
gentlemen while they are pursuing some other engagement or their own 
pleasure: the effect of this we leave to the reader s imagination. The 
selection of the operas is poor indeed: the recognized older ones are 
neglected in favor of the newer ones which, taken as a whole, can please 
no connoisseur. These are sent for from Italy, mostly at the request of 
some member of the company who has taken a fancy to a role in them, or 
even to a single, brilliant aria. Many operas are performed which aie 
clearly seen to be failures at the first rehearsal. 


German Opera 

In every respect, the German opera falls short of the expectations we 
might with reason entertain of it in Germany’s greatest city, her imperial 
capital! Its orchestra has far fewer worthy subjects than the Italian 
opera’s: the pay is too low. And yet we often have far better perform¬ 
ances of Haydn’s symphonies or even, on occasion, of a Mozart opera by 
this orchestra than by the other; and this, to a large extent, redounds to 
the credit of its worthy director, Herr Paul Wranitzky. 

Public Concerts 

There are no regular conceits here, except the yearly four established for 
the benefit of the Fund for Musicians’ Widows. These, in the past, were 
often quite inferior; but now that P. Wranitzky is the Secretary we have 
had, for example, [the oratorios] The Seven Last Words and The Cre¬ 
ation by Haydn, who took part in the performances, thanks to W.’s good of¬ 
fices. At the performance of The Creation, the orchestra numbered al¬ 
most 200 strong and consisted in the main of the most skillful individu¬ 
als. It was truly an excellent performance. If only the theater had been 
built to better advantage, the effect would have been quite extraordi¬ 
nary, for it is a work expertly calculated to produce great effects. The Cre¬ 
ation is at present the great favorite hereabouts and brings in the most 
money—a consideration of some moment, and rightly so, in the case of 
charitable causes. There are, in addition, twelve morning concerts at the 
Augarten, called the Amateur-Concerts. 

Incidental concerts by traveling artists are relatively scarce, because 
the theater administration rarely lets out the theater for anything but a 
considerable sum. There is, in any case, not much to be gained by them. 
I will mention only a few of this year’s concerts. Herr Simon was granted 
the use of the theater for a high fee; but he hardly deserved it, for he is to 
be counted amongst the most mediocre oboists. His concerto is beneath 
all criticism. Madame Plomer Salvini gave a concert at 1 ducat the ticket: 
she enjoyed, it seems, much support from the nobility. Her voice has a 
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wide range, but she herself is still quite a novice in the art. She often 
sings out of tune; her wild roulades often do not match the harmony, etc. 
The Polonaise, which happened to be her worst offering, was encored, 
while the lovely Haydn symphonies, which were very well performed, 
went all but unnoticed.—Herr Punto, the well-known master of the 
French horn, was granted the theater and astounded everyone with his 
artistry. Herr Beethoven was good enough to provide him with a sonata 
for pianoforte and horn, and it was splendid. It did one good to hear Herr 
Punto in a good composition, for his own concertos are not exactly signif¬ 
icant, indeed they are now and again quite bizarre.—At length Herr 
Beethoven, too, was granted the use of the theater, and this, truly, 
proved to be the most interesting concert we have had in a long while. 
He played a new concerto of his own composition, which contained 
many beautiful things—especially the first two movements. Then a Sep¬ 
tet of his, written with much taste and invention, was produced. Next he 
improvised in a masterly fashion, and at the end we had a symphony of 
his own composition which displayed great artistry, innovation, and 
wealth of ideas; except that the winds were overused, so that it was 
rather music for band than for the whole orchestra. The Italian orchestra 
distinguished itself mainly to its discredit on this occasion. First—direc¬ 
torial squabbles! Beethoven rightly thought he should entrust the direc¬ 
tion not to Herr Conti, indeed to nobody but Herr Wranitzky. Under the 
latter, however, those gentlemen refused to perform. The above-men¬ 
tioned failings of the orchestra thus became even more evident, for B.’s 
work is hard to play. In the accompaniments they did not trouble to pay 
close attention to the solo player—no trace, therefore, of following the 
train of his impressions or of similar matters. In the second movement of 
the symphony they made themselves so comfortable that, despite all 
beating of time, not a spark could be obtained, especially from the 
winds. To what avail, given such behavior, is all their agility—a quality 
we would not wish to deny the majority of the society’s members? 
What significant effect can even the most remarkable composition 
produce under such circumstances? Who will discover and teach us the 
magic word that will make an end of convenience, of personal and 
other petty considerations, that will instill life, spirituality, ardor for the 
art itself? Perhaps matters are not much better in other great cities; but 
it is precisely when we consider how much—how very much, in every 
respect, could be accomplished in this wealthy imperial city, with its 
love of music and capable practitioners, if only we willed it so, that we 
must be heartsick and must complain, and wish, and blame those who 
are responsible. 

All in all, concerts are not too popular here; hence, many a deserving 
artist is obliged to suffer, unless he enjoys strong patronage. 

Regular private concert series of importance have ceased to exist al¬ 
together. Even the worthy Baron van Swieten [an important patron of 
Mozart, Haydn, and Beethoven], thanks to whom alone we occasionally 
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would hear an oratorio by Hasse [1699—1783, the leading composer of 
serious opera in the mid-eighteenth century] or Handel, has given us 
nothing this year. As everybody knows, he is the author of the words in 
The Creation and in The Seasons, which Haydn is now setting to 
music. 

Amateurism 

There cannot be many cities in which musical amateurism is as wide¬ 
spread as it is here. Everybody plays, everybody takes music lessons. It 
goes without saying that, given the multitude, we have some excellent 
dilettanti; however, they are not as common as they were formerly. 
Music is rated as too easy a thing, something to be acquired incidentally, 
and one’s capacity in it is generally overestimated, though in the end, of 
course, the word dilettante is offered as an excuse and the whole affair is 
taken in a spirit of gallantry and bon ton. Yet, truly, the genuine connois¬ 
seurs and friends of music—music as art, that is—are more numerous 
here than strangers seem to think. The reason why they are so little 
bruited abroad may well be that they themselves make so little noise, 
preferring to worship and enjoy their idol unobtrusively. So-called 
'‘private concerts” (music in well-to-do homes) are legion here all winter 
long. Not a name-day, not a birthday goes by without a musical perform¬ 
ance. To be sure, very little can be said about these performances; 
nothing at all, if we are required to keep a straight face. They are all 
pretty much the same; behold their true likeness! First, a quartet or a 
symphony (deemed, at bottom, a necessary evil—you must begin with 
something]), and it is drowned in conversation. Then come the young 
ladies, one after the other. Each one opens up her pianoforte sonata—if 
possible, not without a certain gracefulness and charm—and proceeds to 
rattle it off, hit or miss. Then come others, and they sing arias from the 
latest operas in exactly the same fashion. The thing gives pleasure—and 
why should it not? And who can find fault with it, so long as it is regarded 
simply as a family entertainment? Only we mustn’t consider it as a con¬ 
tribution to art, nor the fair participants, despite their guests’ compli¬ 
ments, as artists. On the contrary, it is this universal, easy ama¬ 
teurism—as well as the myriads of little concerts with their ready-made 
music—that has ruined taste and caused a sense for better things to 
slumber. 

It should be added that the fate of traveling virtuosos is in the hands 
of these amateurs, who often make up for their want of knowledge with 
ardent displays of partisanship. If the stranger fails to put in an appear¬ 
ance at every reception, to flatter, to discover and praise talent in every¬ 
one, etc., then he must possess the greatest reputation if he is to survive 
in spite of such omissions. Should he be struck with a notion of settling 
in Vienna, he would soon find the body of musicians his enemies. The 
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standard by which virtuosos are judged is high (and rightly so, for we 
have known so many among the very greatest); yet the setting at naught 
of those who fall short of that standard is discouraging, the more so 
because then not one of our local practicing musicians can wholly escape 
condemnation at least among the violinists; only, perhaps, Beethoven 
find [Joseph] Wolfl [Beethoven’s early rival in Vienna], and they are 
pianists. 


The Outlook for Artists 

From the preceding it follows that the outlook for traveling artists is not 
good; and we have explained why. As for the artists here—: all the well- 
to-do and wealthy houses that once had their own orchestras have dis¬ 
missed them. A player in the theater orchestra can expect to make from 
200 to 300 gulden. Without steady employment, only a pianoforte player 
may perhaps earn a decent livelihood—and even so, he must possess 
enough self-denial to serve willingly the houses that support him, fur¬ 
thermore to give lessons morning, noon, and night. The violinists are in 
the worst position of all; they are expected to play for nothing, since 10 
dilettanti can readily be found who will do so with great pleasure, ably 
or otherwise. Paid private concerts are rare; and if one is set up, the 
musician, for a variety of reasons, profits little. Music lessons are not 
nearly as profitable as they once were, since dilettanti can always be had 
for trifling fees; the same may be said for quartet performances, once 
such a lucrative activity for musicians. In the society of well-to-do 
bourgeois or aristocratic houses, the musician today is less respected 
than ever before, and indeed often humiliated; to be sure, many of our 
musicians have themselves brought about this painful situation through 
their lack of culture, rough manners, debauched living, etc. But, just as 
there are exceptions in this amongst the musicians, so are there worthy 
houses to which the above complaints do not apply. 

Allgemeine miisikalische Zeitung, III (1800), cols. 41-50, 65-68. Trans. P. W. 
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Beethovens Heiligenstadt Testament 


This famous document, drafted in the form of a testament addressed to his two 
brothers, was found among Beethoven’s effects when he died. It had been writ¬ 
ten twenty-five years earlier in the village of Heiligenstadt, on the outskirts of 
Vienna, at the most critical moment in the composer’s life, when he had had to 
face the fact that his deafness was progressive and, probably, incurable. 

For my brothers Carl and [Johann] Beethoven. 

O ye men who think or deelare that I am hostile stubborn or Misanthro¬ 
pic, how you wrong me you do not know the secret motive of what seems 
thus to you, from Childhood my Heart and Mind were inclined to the 
Gentle Feeling of goodwill, indeed I was ever disposed to accomplish 
great Feats, but only reflect that for the last 6 years an incurable condi¬ 
tion has seized me, worsened by senseless physicians, cheated from year 
to year in the Hope of improvement, finally compelled to the prospect of 
a lasting Ailment (whose Curing may perhaps take years or indeed be 
impossible). Born with a fiery Lively Temperament susceptible even to 
the Diversions of Society, I soon had to keep to myself, pass my life in 
solitude, if I attempted from time to time to rise above all this, o how 
harshly then was I repulsed by the doubly sad Experience of my bad 
Hearing, yet I could not say to People: speak louder, shout, for I am deaf, 
alas how could I then acknowledge the Weakness of a Faculty which 
ought to be more perfect in me than in others, a Faculty I once had to the 
highest degree of Perfection, such Perfection as only few of my Calling 
surely have or have had—o I cannot do it. Therefore forgive me if you 
see me withdrawing when I should gladly join you. My misfortune 
afflicts me doubly, since it causes me to be misunderstood. Diversion in 
Human Society, civilized Conversation, mutual Effusions cannot take 
place for me. All but alone, I enter society no more than is required by 
the most urgent Necessity. I must live like a Banished man; iff approach 
a company, a hot anxiety invades me, because I am afraid of being ex¬ 
posed to the Danger of letting my Condition be noticed—and thus has it 
been this half-year too, which I have spent in the country, my wise 
Physician having ordered me to spare my Hearing as much as possible. 
He nearly met my present Disposition, even though I have sometimes 
let myself be led astray by an Urge for Society. But what Mortification if 
someone stood beside me and heard a flute from afar and 1 heard 
nothing; or someone heard a Shepherd Singing, and I heard nothing. 
Such Happenings brought me close to Despair; I was not far from ending 
my own life—only Art, only art held me back. Ah, it seemed impossible 
to me that I should leave the world before I had produced all that I felt I 
might, and so I spared this wretched life—truly wretched; a body so sus- 
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A Page from Beethoven’s Heiligenstadt Testament. Dated 6 October 1802, 
signed, and sealed; but four days later Beethoven added a heartrending 
postscript. Hamburg, Staats- und Universitdtshibliothek 


ceptihle that a somewhat rapid change can take me from the Best Condi¬ 
tion to the worst. Patience —so now I must choose Her for my guide, I 
have done so—I hope that my decision to persevere may endure until it 
please the inexorable Fates to break the Thread; perhaps I will improve, 
perhaps not. I am resigned—to be forced already in my 28th year to 
become a Philosopher is not easy, and harder for an Artist than for any¬ 
one else. Deity, thou lookest down into my innermost being; thou 
knowest it, thou seest that charity and benevolence dwell within,—o 
Men, when you read this some day, think then that you have wronged 
me, and let any unhappy man console himself by finding another one 
like himself, one who, despite Nature’s Impediments, yet did what was 
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in his Power to do to be admitted to the Ranks of worthy Artists and Men. 
And so it is done—I hasten with joy towards my Death—should it come 
before I have had an Opportunity to disclose all my Artistic Capacities, 
then it shall still have come too soon despite my Hard Destiny, and I 
should indeed wish it came later—yet even then am I content. Does it 
not free me from an endless Suffering State? Come when you will. I’ll 
meet you bravely—farewell and do not wholly forget me in Death. I 
have deserved it of you, for in Life I thought of you often, in order to 
make you happy, so may you be— 

Heiligenstadt Ludwig van Beethoven 

6th October 

1802 

Heiligenstadt 10th October 1802 and so I bid you farewell—and 
sadly too—yes the cherished Hope—which I brought here with me, that 
I might be cured at least up to a Point—it must abandon me completely 
now, as Autumn Leaves fall away, wither; so has—it too wilted for me, I 
go from here—much as I came—even the High Courage—that often in¬ 
spired me during the Lovely Days of Summer—has vanished—o Provid¬ 
ence—grant me one day of pure Joy —the inner reverberation of true Joy 
has so long been a stranger to me—o when—o when, o Deity—may 
I feel it once more in the Temple of Nature and Mankind,— 
Never?—no—o it would be too hard. 

Piero Weiss (ed.), Letters of Composers Through Six Centuries (Philadelphia: Chilton 
Books, 1967), 167-69. 
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The First Reactions to Beethovens “Eroica” Symphony 


Beethoven’s Third Symphony (the “Eroica”) represented a wilful break with 
tradition to those who knew him only through the first two symphonies and 
some other, earlier works. The sheer length of the “Eroica” (about twice the 
length of normal symphonies) was in itself bewildering. Here is a review of its 
first public performance, on 7 April 1805, by the Vienna correspondent of a 
German literary journal {Der Freyiniithige). 

Some, Beethoven’s particular friends, assert that it is just this 
symphony which is his masterpiece, that this is the true style for high- 
class music, and that if it does not please now, it is because the public is 
not cultured enough, artistically, to grasp all these lofty beauties; after a 



A Contemporary Portrait of Beethoven 


329 


few thousand years have passed it will not fail of its effect. Another fac¬ 
tion denies that the work has any artistic value and professes to see in it 
an untamed striving for singularity which has failed, however, to achieve 
in any of its parts beauty or true sublimity and power. By means of 
strange modulations and violent transitions, by combining the most het¬ 
erogeneous elements, as for instance when a pastoral in the largest style 
is ripped up by the basses, by three horns, etc., a certain undesirable 
originality may be achieved without much trouble; but genius proclaims 
itself not in the unusual and the fantastic, but in the beautiful and the 
sublime. Beethoven himself proved the correctness of this axiom in his 
earlier works. The third party, a very small one, stands midway between 
the others—it admits that the symphony contains many beauties, but 
concedes that the connection is often disrupted entirely, and that the in¬ 
ordinate length of this longest, and perhaps most difficult of all 
symphonies wearies even the cognoscenti, and is unendurable to the 
mere music lover; it wishes that Herr v. B. would employ his acknowl- 
edgedly great talents in giving us works like his symphonies in C and D, 
his ingratiating Septet in E flat, the intellectual Quintet in D [C?] and 
others of his early compositions that have placed B. forever in the ranks 
of the foremost instrumental composers. It fears, however, that if 
Beethoven continues on his present path both he and the public will be 
the sufferers. His music could soon reach the point where one would 
derive no pleasure from it, unless well trained in the rules and difficul¬ 
ties of the art, but rather would leave the concert hall with an unpleasant 
feeling of fatigue from having been crushed by a mass of unconnected 
and overloaded ideas and a continuing tumult by all the instruments. 
The public and Herr van Beethoven, who conducted, were not satisfied 
with each other on this evening; the public thought the symphony too 
heavy, too long, and himself too discourteous, because he did not nod his 
head in recognition of the applause which came from a portion of the au¬ 
dience. On the contrary, Beethoven found that the applause was not 
strong enough. 

Elliot Forbe.s (ed.), Thayer’s Life of Beethoven, rev. ed. (Princeton: Princeton University 
Press, 1967), 376. 
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A Contemporary Portrait of Beethoven 


The following description of Beethoven’s character and personal circumstances 
appeared in 1823, at the end of a biographical article in the London musical peri¬ 
odical The Harmonicon. 
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[Beethoven] has secured a name, and reached a height of renown, to 
which no other author, Handel, Haydn, and Mozart excepted, has at¬ 
tained. For though Rossini’s name is, at the present instant, more often 
pronounced than that of any other composer, yet his works, so far as they 
now extend, are not likely to confer on him a lasting reputation equal to 
that which the great German musicians have permanently gained. 

Beethoven is as original and independent in his general modes of 
thinking as he is in his musical productions. A decided enemy to flattery, 
and an utter stranger to every thing dishonourable, he disdains to court 
the favour of every one, however wealthy or exalted in rank. The con¬ 
sciousness of his talents not being duly rewarded too frequently makes 
him vent his complaints in the bitterest terms, and against individuals 
who, from their high station, have the power to obstruct his success in 
life. Thus he has for years resided in Vienna in open hostility with many, 
and in friendship only with the few whom the admiration of his great ge¬ 
nius will not allow to take offence, either at the singularities of his man¬ 
ners, or at the ill-judged candour with which he declares his opinion 
both of persons and things. Till very lately he had hardly any other in¬ 
come than what his compositions procured him; and consequently he 
has too often lived in circumstances very unworthy of so great a genius. 
This, together with an increase of difficulties and of invidious enemies, 
determined him, in 1809, to accept an offer of the situation of maestro di 
cappella to the new Westphalian court of Jerome Buonaparte. His inten¬ 
tion was made known to the Archduke Rudolph, and the Princes 
Lobkowitz and Kinsky, and fortunately for the honour of Vienna and of 
Austria those personages induced him to alter his resolution. In terms at 
once the most flattering and the most delicate, they had a deed drawn up, 
by which they settled on him an annuity of 4000 florins. The only condi¬ 
tions attached to this pension were, that he should reside in Vienna, or 
some other part of Austria-Proper, and not undertake any journey into 
foreign countries without the consent of his patrons. The issue of the late 
war has sufficiently proved how judiciously he acted in declining the 
offers of the court of Westphalia. We are sorry to be obliged to add that, 
from a variety of untoward circumstances, the greater portion of this pen¬ 
sion has been for a considerable time past discontinued. Prince 
Lobkowitz, who is since dead, was so utterly ruined, that his palace in 
Vienna is now converted into a hotel. Prince Kinsky was killed at the 
beginning of the last war with France, and the Archduke Rudolph is 
now, therefore, his only remaining protection. 

We have been assured that he has always expressed a great wish to 
see foreign countries, and particularly England, but it does not appear 
that he has ever made any application for leave of absence for such a pur¬ 
pose; though, under present circumstances, but few difficulties could be 
expected to present themselves on this point. Some few years back he 
was applied to by the Philharmonic Society of London to visit England, 
and the conditions were not only fully agreed upon, but he had actually 
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begun to make preparations for his journey. Notwithstanding which, he 
had not the courage to carry his intentions into execution, and it is hardly 
now to be expected that he will ever cross the seas, and give the peoples 
of these kingdoms an opportunity of paying him that homage which his 
vast talents would assuredly command from a liberal and enlightened 
nation. 

It may, however, be doubted whether his presence would add, either 
here or elsewhere, to his celebrity. His extreme reserve towards strang¬ 
ers, which is carried to such excess as to render it painful for his most in¬ 
timate friends to witness, prevents him from displaying those excellent 
qualities which, under a forbidding exterior, he is known to possess. And 
yet such are the contrasts that meet in his character, that occasionally his 
warmth of manners, together with his total want of reserve in offering his 
opinion of others, tend to estrange him much from the prescribed forms 
of society. Add to all this that deplorable calamity, the greatest that could 
befall a man of his profession, his extreme deafness, which we are as¬ 
sured is now so great as to amount to a total privation of hearing. Those 
who visit him are obliged to write down what they have to communicate. 
To this cause may be traced many of the peculiarities visible in his later 
compositions. [This was for a long time a commonly held opinion with 
regard to Beethoven’s more difficult late works.] —This calamity has also 
the effect of rendering him dreadfully suspicious, so that no conversation 
can pass in his presence without his imagining himself the subject of it; a 
weakness which is the usual attendant on deafness. It should, however, 
be here mentioned that, notwithstanding his foibles, which far more 
frequently belong to great than to ordinary minds, his character as a man 
and a citizen ranks deservedly high. Though his eccentricity leads him 
to deviate from ordinary rules in the smaller affairs of life, yet his high 
feeling of truth and justice has produced a rectitude in his moral conduct 
which ensures him the esteem of every honourable man. Though his 
early education was neglected, yet he has made up for the deficiency by 
subsequent diligence and industry, so that we are assured by those who 
know him well that his knowledge of German literature is very respect¬ 
able, and that he is a very tolerable proficient in Italian, though of 
French he knows but little. Whenever he can be induced to throw off his 
natural reserve, his conversation becomes extremely animated, full of in¬ 
teresting anecdote, and replete with original remarks on men and man¬ 
ners. 

The last account we hear of this great man is that he has just 
completed a new grand mass [the Missa Soleninis]. The dark tone of his 
mind is in unison with that solemn style which the services of the church 
demand; and the gigantic harmony he knows so well how to wield en¬ 
ables him to excite feelings of the awful and sublime in a manner that 
none living can attempt to rival. 

The Harmonicon, I (1823), 156. 
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The First Performance of 
Beethovens Ninth Symphony 


We draw once again on the London Harmonicon for a description of one of the 
most celebrated concerts in history. 

Beethoven, having for some time past continued to withdraw himself 
more and more from public notice and to shut out the world, really 
seemed desirous of living only amidst the creations of his own fancy; a 
meeting therefore of some patrons and amateurs of the art was as¬ 
sembled in Vienna, when [an] address was drawn up; which being 
presented to this great, but singular man, was attended with the results 
that were so anxiously desired. 

Accordingly, on the 7th of May, a grand musical performance took 
place at the Karnthnerthor Theatre. The leaders of the music were 
Kapellmeister Umlauf and M. Schuppanzigh, and the great Composer 
himself assisted on the occasion. He took his place at the side of the prin¬ 
cipal leader, and, with his original score before him, indicated the dif¬ 
ferent movements and determined the precise manner in which they 
were to be given; for, unfortunately, the state of his hearing prevented 
him from doing more. The theatre was crowded to excess, and the sensa¬ 
tion caused by the appearance of this great man was of a kind that is more 
easy to imagine than to describe. The arrangement of the pieces per¬ 
formed was as follows: 1st, Beethoven’s Grand Overture in C major 
[“The Consecration of the House”]; 2nd, Three Grand Hymns, with 
solo and chorus parts, from his new Mass, never before performed [the 
Missa Solemnisy, 3rd, A grand New Symphony, with a finale, in which 
are introduced a solo and chorus part, from Schiller’s Lied an die Freude 
(Song of Joy). This also was performed for the first time, and is 
Beethoven’s last composition.—^We shall offer a few obseiwations on 
each of these in the order of their performance. 

After lengthy, appreciative comments on the overture and on the three pieces 
from the Missa Solemnis, the report continues: 

With respect to the new symphony, it may, without fear, stand a com¬ 
petition with its eight sister-works, by none of which is the fame of its 
beauty likely to be eclipsed; it is evidently of the same family, though its 
characteristic features are different. The opening passage is a bold 
allegro, in D minor, full of rich invention and of athletic power; from the 
first chord till the gradual unfolding of the colossal theme, expectation is 
constantly kept alive and never disappointed. To give a skeleton of this 
composition would be scarcely practicable and, after all, would convey 
but a very faint idea of the body; we shall therefore only touch upon 
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some of the more prominent features, among which is a scherzo move¬ 
ment (D minor) full of playful gaiety, and in which all the instruments 
seem to contend with each other in the whim and sportiveness of the 
passage; and a brilliant march in the vivid major mode forms a delight¬ 
ful contrast with the passages by which it is introduced. Whoever has 
imagined, in hearing the andante of the 7th symphony, that nothing 
could ever equal, not to say surpass it, has but to hear the movement of 
the same kind in the present composition in order to change his sen¬ 
timents. In truth, the movement is altogether divine, the interchanges 
and combinations of the motifs are surprising, the tasteful conduct of the 
whole is easy and natural, and in the midst of the rich exuberance of the 
subject the simplicity that prevails throughout is truly admirable. But it 
is in the finale that the genius of this great master shines forth most con¬ 
spicuously. We are here in an ingenious manner presented with a return 
of all the subjects in short and brilliant passages, and which, as in a mir¬ 
ror, reflect the features of the whole. After this, a singular kind of recita¬ 
tive by the contra-basses introduces a crescendo passage of overwhelm¬ 
ing effect, which is answered by [a solo singer and] a chorus of voices 
that bursts unexpectedly in, and produces an entirely new and extraordi¬ 
nary result. The passages from Schiller’s “Song of Joy” are made admira¬ 
bly expressive of the sentiments which the poet intended to convey and 
are in perfect keeping with the tone and character of the whole of this 
wonderful composition. Critics have remarked of the finale that it 
requires to be heard frequently in order to be duly appreciated. 

At the conclusion of the concert, Beethoven was unanimously called 
forward. [Witnesses to the event report that he had to be turned around 
to see the public’s acclamation, because he could not hear it.] He 
modestly saluted the audience and retired amidst the loudest expres¬ 
sions of enthusiasm. Yet the feeling of joy was tempered by an universal 
regret, to see so gifted an individual labouring under an infliction, the 
most cruel that could befall an artist in that profession for which nature 
had destined him. We have no doubt but the master will consider this as 
one of the proudest days in his existence, and it is to be hoped that the 
testimony of general feeling which he has witnessed will tend to soothe 
his spirit, to soften down some of its asperities, and to convince him that 
he stands upon a pinnacle, far above the reach of envy and every malig¬ 
nant passion. 

The Harmonicon, II (1824), 178, 180-81. 
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Music as a Proper Occupation 
for the British Female 

Readers of Jane Austen, Dickens, Thackeray, and the other British novelists of 
the nineteenth century will remember the many occasions on which some lovely 
young lady showed her accomplishment “upon the piano-forte” to the delight of 
her admirers. Here is an early testimonial to this peculiarly British phenomenon, 
along with suitable moral comments, from a strange three-volume work by one 
A. Burgh, A.M. It forms the Preface. 

Among the various refinements of the present enlightened age, the 
Seienee of Musie appears, in an eminent degree, to have atb acted the at¬ 
tention, not only of the exalted and affluent, but to have insinuated itself 
into the soeial enjoyments of every rank in Soeiety. 

In the modern System of Female Education, this fascinating ac¬ 
complishment is very generally considered, as an indispensable requi¬ 
site; and the Daughters of Mechanics, even in humble stations, would 
fancy themselves extremely ill-treated, were they debarred the In¬ 
dulgence of a piano-forte. 

Whether this passion be indulged to excess—whether it be a musico- 
mania, or an innocent recreation, under the guidance of Reason and 
Discretion—it is not the business of this Publication to discuss. 
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The Author of the following Sheets is strongly impressed with the 
idea, that Music is not only a harmless amusement; but, if properly 
directed, capable of being eminently beneficial to his fair Coun¬ 
trywomen. In many instances, it may be the means of preventing that 
vacuity of mind, which is too frequently the parent of libertinism; of 
precluding the intrusion of idle and dangerous imaginations; and, more 
particularly among the Daughters of ease and opulence, by occupying a 
considerable portion of time, may prove an antidote to the poison in¬ 
sidiously administered by the innumerable licentious Novels, which are 
hourly sapping the foundations of every moral and religious principle. 

As practical Musicians, the British Female Dilettanti are universally 
acknowledged, not only to have rivalled, but to have surpassed, in their 
exquisite execution upon keyed Instruments, all their continental com¬ 
petitors. 

To these, it is presumed, that a concise, and, perhaps, entertaining 
History of a Science, in which they so eminently excel, may not be unac¬ 
ceptable. 

A. Burgh, Anecdotes of Music, Historical and Biographical, in a Series of Letters from a 
Gentleman to his Daughter (London, 1814), I, v-vii. 
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Leigh Hunt on Rossini 


Leigh Hunt (1784-1859), the essayist, poet, journalist, and friend of Lamb, 
Shelley, Keats, Byron, was surprisingly knowledgeable and pereeptive on 
musieal questions. It is a pleasure to find the Rossini eraze, whieh swept all of 
Europe in the years following the Napoleonie wars, reeorded by his fluent pen in 
a letter from Italy to his friend Vineent Novello, the English organist and music 
publisher. The second extract, written five years later, is a remarkably calm es¬ 
timate of the composer, whom he does not hesitate to classify a “genius,” with 
qualifications. 


March, 1823. 

My dear N.; 

You ask me to tell you a world of things about Italian composers, 
singers, etc. Alas! my dear N. I may truly say to you that, for music, you 
must “look at home”—at least, as far as my own experience goes. But I 
will tell you one thing which, albeit you are of Italian origin, will mortify 
you to hear, namely, that Mozart is nothing in Italy, and Rossini every¬ 
thing. Nobody ever says anything of Mozart since “Figaro” (tell it not in 
Gothland!) was hissed at Florence. His name appears to be suppressed 
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by agreement, while Rossini is talked of, written of, copied, sung, 
hummed, whistled, and demi-semi-quavered from morning to night. If 
there is a portrait in a shop-window, it is Rossini’s. If you hear a song in 
the street, it is Rossini s. If you go to a music-shop to have something 
copied—“An air of Rossini’s?” 

There is one blind beggar who seems an enthusiast for Rossini. Imag¬ 
ine a sturdy-looking fellow in rags, laying his hot face against his fiddle, 
rolling his blind eyeballs against the sunshine, and vociferating, with all 
the true open mouth and syllabical particularity of the Italians, a part of 
one of the duets of that lively master. His companion, having his 
eyesight and being, therefore, not so vivacious, sings his part with sedate 
vigor; though even when the former is singing a solo, I have heard him 
throw in some unisons at intervals, as if his help were equally wanting to 
the blind man, vocal as well as corporeal. 

Mary Cowden-CIarke, “Leigh Hunt,” Century Illustrated Monthly Magazine, XXIII 
(March 1882), n..s. I, 708-709. 

We fear it is a little out of the scientific pale to think Rossini a man of ge¬ 
nius; but we confess, with all our preference for such writers as Mozart, 
with whom indeed he is not to be compared, we do hold that opinion of 
the lively Italian. There is genius of many kinds; and of kinds very 
remote from one another, even in rank. The greatest genius is so great a 
thing, that another may be infinitely less, and yet of the stock. Now Ros¬ 
sini, in music, is the genius of sheer animal spirits. It is a species as infe¬ 
rior to that of Mozart, as the cleverness of a smart boy is to that of a man of 
sentiment; but it is genius nevertheless. It is rare, effective, and a part of 
the possessor’s character:—we mean, that like all persons who really ef¬ 
fect anything beyond the common, it belongs and is peculiar to him, like 
the invisible genius that was supposed of old to wait upon individuals. 
“He hath a devil,” as Cowley’s friend used to cry out when he read 
Virgil; and a merry devil it is, and graceful withal. It is a pity he has writ¬ 
ten so many common-places; so many bars full of mere chatter; and over¬ 
tures so full of cant and puffing. But this exuberance appears to be a con¬ 
stituent part of him. It is the hey-day in his blood; and perhaps we could 
no more have the good things without it, than some men of wit can talk 
well without a bottle of wine and in the midst of a great deal of nonsense. 
Now and then he gives us something worthy of the most popular names 
of his country. Sometimes he is not deficient even in tenderness, as in 
one or two airs in his Othello; but it is [in] his liveliest operas, such as 
the Barbiere di Siviglia and the Italiana in Algeri that he shines. His 
mobs make some of the pleasantest riots conceivable; his more gentle¬ 
manly proceedings, his bows and compliments, are full of address and 
elegance; and he is a prodigious hand at a piece of pretension or foppery. 
Not to see into his merit in these cases, surely implies only, that there is 
a want of animal spirits on the part of the observer. 

The Companion, II (16 January 1828), 14-15. 
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Schubert Remembered by a Friend 


The first full-length biography of Schubert appeared in 1865 (the same year that 
saw the first performance of the Unfinished Symphony), or thirty-seven years 
after the composer’s death. Schubert’s brief career (he composed a vast amount 
of music within a span of little more than sixteen years) went virtually unnoticed 
by the world at large. It has been argued that his premature death deprived him 
of the recognition he would doubtless have gained, in time. But, as the following 
reminiscences by his close friend Josef von Spaun help to make clear, the com¬ 
parative neglect was at least partly due to Schubert’s own set of values, which 
were typical of the new. Romantic generation; his art meant everything to him, 
and the requirements for self-advancement (impressing the fashionable world, 
appearing in public, and so forth) pained him. What a difference from the val¬ 
ues of the Enlightenment, when the artist’s highest aspiration was '‘to please.” 
The notes from which the following extracts are taken were written in 1858. 

[When Schubert was about eleven years old] I once found him alone 
in the music room [at school,] sitting at the piano which, with his little 
hands, he already played quite nicely. He was just trying through a 
Mozart sonata, and said that he liked it very much but that he found 
Mozart very difficult to play well. At my request and aware of my sympa¬ 
thy, he played me a minuet of his own invention. He was shy about it, 
and blushed, but my approval pleased him. He told me that secretly he 
often wrote down his thoughts in music, but his father must not know 
about it, as he was dead against his devoting himself to music. After that 
I used to slip manuscript paper into his hands from time to time. 

During the first days of September 1809 I left Vienna to start my ca¬ 
reer. At the end of March 1811 my fate took me back to Vienna. In 1812 
he composed twelve minuets and trios, which were of extraordinary 
beauty. 

About this time people began to pay attention to his talent. The old 
Court organist Ruzicka was engaged to give Schubert lessons in thor¬ 
ough bass. After only the second lesson the worthy old man, quite stirred 
by emotion, said to me in Schubert’s presence: “1 can teach him nothing, 
he has learnt it from God himself.” 

Now the barriers had fallen. The father recognized his son’s great tal¬ 
ent and let him have his own way, and now began the series of his songs 
and sonatas. Some quartets, too, date from this early period. 

One day when he sang me some little songs [he had composed to po- 
^etry] by Klopstock, and 1 was utterly delighted with them, he looked me 
frankly in the eyes and said, "Do you really think something will come of 
me?” I embraced him and said, "You have done much already and time 
will enable you to do much more and great things too.” Then he said 
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quite humbly: “Secretly, in my heart of hearts, I still hope to be able to 
make something out of myself, but who can do anything after Beetho¬ 
ven?” 

Greatly as the circle now increased of those who admired Schubert’s 
extraordinary talents and bestowed the greatest applause on his songs, 
he nevertheless remained without any substantial provision, and his 
position was a truly depressing one. No publisher could be found who 
would have dared to risk even a little for his magnificent creations. He 
remained for years a victim of money troubles, indeed he who was so 
rich in melodies could not even afford the rent for the hire of a piano. Yet 
the difficulties of his position did not check his industry in the least; he 
had to sing and compose, it was his life. 

He ought to have given piano lessons in order to make a living, but 
that was a bitter task for bim. In the morning he felt the urge to compose, 
and in the afternoon he wanted to rest and, in summer, go out of doors. 

Finally, at the instigation of some kind friends, an edition of the 
“Erlkonig” was brought out at their own expense. The undertaking was 
a great success and yielded Schubert a not inconsiderable profit as the 
first fruit of his talent. Now the spell was broken and the publishers 
gradually accepted his compositions, but the modest Schubert (who, in 
money matters, was an absolute child) was satisfied with whatever they 
gave him, and so he still could not even earn the barest necessities of ex¬ 
istence. 

Once when he was invited, with Baron Schonstein [who had an ex¬ 
cellent tenor voice], to a princely house in order to perform his songs 
before a very aristocratic audience, the enraptured audience surrounded 
Baron Schonstein with the most ardent appreciation and with congratu¬ 
lations on his performance. But when no one showed any sign of grant¬ 
ing so much as a look or a word to the composer sitting at the piano, the 
noble hostess. Princess K[insky], tried to make up for this neglect and 
greeted Schubert with the highest praise, at the same time suggesting 
that he overlook the fact that the audience, quite carried away by the 
singer, complimented only him. Schubert replied that he thanked the 
Princess very much but she was not to bother herself in the least about 
him, he was quite used to not being noticed, indeed he was really very 
glad of it, as it caused him less embarrassment. 

Many people thought, and perhaps still think, that Schubert was a 
dull fellow with no feeling, but those who knew him better know how 
deeply his creations affected him and that they were conceived in suffer¬ 
ing. Anyone who has seen him of a morning occupied with composition, 
aglow, with his eyes shining and even his speech changed, like a sleep¬ 
walker, will never forget the impression. And how could he have writ¬ 
ten these songs without being stirred to the depths by them! In the after¬ 
noon he was admittedly another person, but he was gentle and deeply 
sensitive, only he did not like to show his feelings but preferred to keep 
them to himself. 
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Schubert did not get the recognition he deserved in Vienna. The 
great majority of people remained, and still remain, uninterested. 

Nor are his songs suited to the concert hall or stage. The listener, too, 
must have a feeling for the poem and enjoy the lovely song together with 
it; in a word, the public must be quite a different one from that which 
fills the theatres and concert halls. 

When publishers told him that people found the accompaniment to 
his songs too hard and the keys often so difficult, and that, in his own in¬ 
terest, he ought to pay attention to this, he always replied that he could 
not write differently and that anyone who could not play his composi¬ 
tions should leave them alone, and a person to whom one key was not as 
easy as another was, anyhow, not in the least musical. 

Schubert’s music must either be performed well or not at all. 

His incredible wealth of melody remains a treasure for all time, and 
musicians yet unborn will gather spoils from this rich mine. In the span 
of time he was vouchsafed he wrote 600 songs, of which no one is like 
another, so rich was he in melodies. 

Schubert was an affectionate son and brother, and a loyal friend. He 
was a kind, generous, good man. 

May he rest in peace, and thanks be to him for having beautified the 
lives of his friends by his creations! 

O. E. Deutsch (ed.), Schubert: Memoirs by his Friends (London: A. & C. Black, 1958), 
126-27, 127-28, 133, 134, 135, 140-41. Reprinted by permission. 
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Paganini, the Spectacular Virtuoso 

A “virtuoso” was, originally, a highly accomplished musician, but by the nine¬ 
teenth century the term had become restricted to performers, both vocal and in¬ 
strumental, whose technical accomplishments were so pronounced as to dazzle 
the public. Virtuoso singers, of course, had been the mainstay of Italian opera al¬ 
most from its beginnings. Virtuoso instrumentalists, on the other hand, really 
came into their own in the nineteenth century, with the spread of public concerts 
designed to cater to the vast new middle-class audiences. Niccolo Paganini 
(1782—1840), the greatest violin virtuoso of the century, emerged from his native 
Italy in 1828. Beginning in Vienna, where he created a sensation, he eventually 
took all of Europe by storm, leaving his audiences openmouthed at the un¬ 
precedented effects he produced on his instrument. “Unfortunately,” wrote the 
Vienna correspondent of The Harmonicon, “the worst parts of his performance 
seemed to call forth the loudest applause, such, for instance, as his imitation of 
bells, his laborious performance upon a single string, &c., all of which, in the 
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The Debut of Paganini in London. Friday, 3 June 1831, at the King's Theatre. 
(Drawing by D. Maclise.) Croton Copyright Victoria and Albert Museum 


eyes of the true amateur, savour more of charlatanism than of the legitimate ob¬ 
jects of art/' The demonic command, however, with which Paganini summoned 
forth whatever he wished from his violin had an enormous impact on the imagi¬ 
nation of some young composers who were soon to make a name for themselves. 
“Paganini," wrote Schumann in 1832, “represents the turning-point of vir- 
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tiiosity. ” And Liszt, in a letter of the same year, exclaimed: “What a man, what a 
violinist, what an artist! God, what sufferings, what misery, what tortures in those 
four strings! And his expressiveness, his phrasing, his soul!!” Leigh Hunt (see 
above, p. 336), writing as theater critic for The Tatler in London, presents a vivid, 
admirably balanced picture of a typical Paganini concert, seen as both a musical 
and social phenomenon. 

June 23, 1831 King’s Theatre 

Signor Paganini favoured the public with his “fifth and last concert at 
this theatre,” last night, but not, it seems, with his fifth and last appear¬ 
ance; for he is to play this evening for the benefit of [the bass singer] 
Lablache, besides the four other performances, we suppose, which he is 
to be prevailed upon to bestow upon us, and the forty elsewhere. Well: 
the public are accustomed to these managerial tricks, and ought to be 
prepared for them; which does not seem to have been the case with 
some persons last night, by their hissing at the commencement of the 
benefit. Besides, Paganini is fine enough to make the public wish to hear 
him again and again, at some little expence to the perfection of his 
morale. Whether he would not be finer still if his proceedings were as 
straight-forward as his bow is a question of refinement, which it may be 
hard to urge in a matter of violin-playing. 

Let us not belie the effect however which this extraordinary player 
had upon us last night. To begin with the beginning, he had a magnifi¬ 
cent house. We thought at first we were literally going to hear him, 
without seeing his face; for the house was crammed at so early an hour 
that, on entering it, we found ourselves fixed on the lowest of the pit 
stairs. It was amusing to see the persons who came in after us. Some, as 
they cast up their eyes, gaped amazement at the huge mass of faces 
presented in all quarters of the house; others looked angry; others 
ashamed and cast a glance around them to see what was thought of them; 
some gallantly smiled, and resolved to make the best of it. One man 
exclaimed, with unsophisticated astonishment, “Christ Jesus!” and an 
Italian whispered in a half-execrating tone, “Oh, Dio!” 

Meantime we heard some interesting conversation around us. We 
had been told, as a striking instance of the effect that Paganini has 
produced upon the English musical world, that one eminent musician 
declared he could not sleep the first night of his performance for think¬ 
ing of him, but that he got up and walked about his room. A gentleman 
present last night was telling his friends that another celebrated player 
swore that he would have given a thousand guineas to keep the Italian 
out of the country, he had put everybody at such an immeasurable dis¬ 
tance. These candid confessions, it seems, are made in perfect good- 
humour, and therefore do honour to the gentlemen concerned. Envy is 
lost in admiration. 

The performances commenced with Haydn’s beautiful symphony. 
No. 9 [i.e., no. 102], the fine, touching exordium of which, full of a 
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kind of hushing meaning, appeared admirably adapted to be the har¬ 
binger of the evening’s wonder. A duet between [the singers] Santini 
and Curioni followed; and then, after a due interval, came in Signor 
Paganini, and “brought the house down” with applause. 

As it was the first time we had seen the great player, except in the crit¬ 
icisms of our musical friends, which had rendered us doubly curious, we 
looked up with interest at him from our abysm in the pit. A lucky interval 
between a gentleman’s head and a lady’s bonnet favoured our en¬ 
deavour, and there we beheld the long, pale face of the musical marvel, 
hung, as it were, in the light, and looking as strange as need be. He made 
divers uncouth obeisances, and then put himself in a masterly attitude 
for his work, his manner being as firm and full of conscious power when 
he puts the bow to the instrument as it is otherwise when he is not play¬ 
ing. We thought he did not look so old as he is said to be; but he is long¬ 
faced and haggard, with strongly-marked prominent features, wears his 
black hair flowing on his neck like an enthusiast, has a coat of ancient cut 
which astonishes Fop’s Alley; in short, is very like the picture of him in 
the shops. He is like a great old boy, who has done nothing but play the 
violin all his life, and knows as much about that as he does little of con¬ 
ventional manners. His face at the same time has much less expression 
than might be looked for. At first it seemed little better than a mask; with 
a fastidious, dreary expression, as if inclined to despise his music and go 
to sleep. And such was his countenance for a great part of the evening. 
His fervour was in his hands and bow. Towards the close of the perfor¬ 
mances, he waxed more enthusiastic in appearance, gave way to some un¬ 
couth bodily movement from side to side, and seemed to be getting into 
his violin. Occasionally also he put back his hair. When he makes his ac¬ 
knowledgments, he bows like a camel, and grins like a goblin or a moun¬ 
tain-goat. 

His playing is indeed marvellous. What other players can do well, he 
does a hundred times better. We never heard such playing before; nor 
had we imagined it. His bow perfectly talks. It remonstrates, supplicates, 
answers, holds a dialogue. It would be the easiest thing in the world to 
put words to his music. We are sure that with a given subject, or even 
without it, Paganini’s best playing could be construed into discourse by 
any imaginative person. 

Last night he began a composition of his own (very good, by the 
way)—an Allegro Maestoso movement (majestically cheerful) with sin¬ 
gular force and precision. Precision is not the proper word; it was a sort 
of peremptoriness and dash. He did not put his bow to the strings, nor 
lay it upon them; he struck them, as you might imagine a Greek to have 
done when he used his plectrum, and “smote the sounding shell.” He 
then fell into a tender strain, till the strings, when he touched them, ap¬ 
peared to shiver with pleasure. Then he gave us a sort of minute 
warbling, as if half a dozen humming birds were singing at the tops of 
their voices, the highest notes sometimes leaping oflF and shivering like 
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sprinkles of water; then he descended with wonderful force and gravity 
into the bass; then he would commence a strain of earnest feeling or en¬ 
treaty, with notes of the greatest solidity, yet full of trembling emotion; 
and then again he would leap to a height beyond all height, with notes of 
desperate minuteness, then flash down in a set of headlong harmonies, 
sharp and brilliant as the edges of swords; then warble again with incon¬ 
ceivable beauty and remoteness, as if he was a ventriloquizing-bird; and 
finally, besides his usual wonderful staccatos in ordinary, he would sud¬ 
denly throw handfuls, as it were, of staccatoed notes, in distinct and 
repeated showers over his violin, small and pungent as the tips of pins. 

In a word, we never heard anything like any part of his performance, 
much less the least maivel we have been speaking of. The people sit as¬ 
tonished, venting themselves in whispers of “Wonderful!”—“Good 
God!”—and other unusual symptoms of English amazement; and when 
the applause comes, some of them take an opportunity of laughing, out of 
pure inability to express their feelings otherwise. 

June 25, 1831 

Our wizard’s Allegro Maestoso was succeeded by an “Adagio Flebile 
con Sentimento” —a composition with a very “particular fellow” of a 
title, by which we are to understand a strain of pathos amounting to the 
lachrymose, and disclosing a deep perception of the delicacy of that mat¬ 
ter. If we are inclined to doubt the perfection of Signor Paganini’s play¬ 
ing it would be upon this point. He has a great deal more feeling than is 
usually shewn by players of extreme execution: his supplication in par¬ 
ticular is admirable; he is fervent and imploring; you would think his vi¬ 
olin teas on its knees; the very first note he draws, in movements of this 
character, is the fullest, the gravest, the most forcible, and the most im¬ 
passioned we ever heard; it is wonderfully in earnest. And yet, though 
there is a feeling of this kind throughout, and we never heard notes so 
touching accompanied with such admirable execution, we cannot help 
thinking that we miss, both in the style and in the composition, that per¬ 
fection of simplicity, and of unconsciousness of everything but the object 
of its passion or admiration, which is perhaps incompatible with these 
exhibitions of art. 

Upon the whole, our experience of the playing of this wonderful per¬ 
son has not only added to our stock of extraordinary and delightful recol¬ 
lections, but it has done our memories another great good, in opening 
afresh the world of ancient Greek music and convincing us of the truth of 
all that is said of its marvellous effects. To hear Paganini, and to see him 
playing on that bit of wood with a bit of catgut, is to convince us that the 
Greeks might really have done the wonders attributed to them with their 
shells and quills. What if he is but a poor player to the least of them? For 
now that we see what such instruments can do, there is no knowing how 
much they can do beyond it. 
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But even after what we have heard, how are we to endure hereafter 
our old violins and their players? How ean we eonsent to hear them? 
How crude they will sound, how uninformed, how like a cheat! When 
the Italian goes away, violin-playing goes with him, unless some dis¬ 
ciple of his should arise among us and detain a semblance of his in¬ 
strument. As it is, the most masterly performers, hitherto so accounted, 
must consent to begin again, and be little boys in his school. 


L. H. Houtchens and C. VV. Houtchen.s (eds.), Leigh Hunt’s Dramatic Criticism: 1808-1831 
(New York: Columbia University Press, 1949), 270-74, 275-76. 
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Conditions of orchestral execution, in the early nineteenth century often 
deplorable (see above, p. 323), greatly improved under pressure of the ever- 
increasing demands made by composers of complex and colorful Romantic scores. 
A necessary part of that improvement was the introduction of orchestral conduct¬ 
ing in the modern sense. This was pioneered by such German composer-per¬ 
formers as Beethoven and especially Carl Maria von Weber (1786-1826), and 
soon spread to other musical centers. In his autobiography, the German violinist 
and composer Louis Spohr (1784-1839) claimed to have been the first to con¬ 
duct an orchestra in England (where conservatism in matters of orchestral per¬ 
formance had already disconcerted Haydn), during a guest appearance with the 
London Philharmonic Society in 1820. His description of the revolutionary ef¬ 
fect of this innovation is vivid: 

Meanwhile my turn had eome to direet one of the Pbilharmonie eon- 
eerts, and I ereated no less sensation than with my solo play. It was at 
that time still the eustom there that when symphonies and oveidures 
were performed, the pianist had the seore before him, not exaetly to con- 
duet from it, but only to read after and to play in with the orchestra at 
pleasure, which when it was heard, had a very bad effect. The real con¬ 
ductor was the first violin, who gave the tempi, and now and then when 
the orchestra began to falter gave the beat with the bow of his violin. So 
numerous an orchestra, standing so far apart from each otiier as that of 
the Philharmonic, could not possibly go exactly together, and in spite of 
the excellence of the individual members, the ensemble was much 
worse than we are accustomed to in Germany. L had therefore resolved 
when my turn came to direct, to make an attempt to remedy this defec¬ 
tive system. Fortunately at the morning rehearsal on the day when I was 
to conduct the concert, Mr. Ries [1784-1838, a former pupil of 
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Beethoven’s] took the place at the Piano, and he readily assented to give 
up the score to me and to remain wholly excluded from all participation 
in the performance. I then took my stand with the score at a separate 
music desk in front of the orchestra, drew my directing baton from my 
coat pocket and gave the signal to begin. Quite alarmed at such a novel 
procedure, some of the directors would have protested against it; but 
when I besought them to grant .me at least one trial, they became 
pacified. The symphonies and overtures that were to be rehearsed were 
well known to me, and in Germany I had already directed at their per¬ 
formance. I therefore could not only give the tempi in a very decisive 
manner, but indicated also to the wind instruments and horns all their 
entries, which ensured to them a confidence such as hitherto they had 
not known there. I also took the liberty, when the execution did not satis¬ 
fy me, to stop, and in a very polite but earnest manner to remark upon the 
manner of execution, which remarks Mr. Ries at my request interpreted 
to the orchestra. Incited thereby to more than usual attention, and con¬ 
ducted with certainty by the visible manner of giving the time, they 
played with a spirit and a correctness such as till then they had never 
been heard to play with. Surprised and inspired by this result the orches¬ 
tra immediately after the first part of the symphony, expressed aloud its 
collective assent to the new mode of conducting, and thereby overruled 
all further opposition on the part of the directors. In the vocal pieces 
also, the conducting of which I assumed at the request of Mr. Ries, par¬ 
ticularly in the recitative, the leading with the baton, after I had 
explained the meaning of my movements, was completely successful, 
and the singers repeatedly expressed to me their satisfaction for the 
precision with which the orchestra now followed them. 

The result in the evening was still more brilliant than I could have 
hoped for. It is true, the audience were at first startled by the novelty, 
and were seen whispering together; but when the music began and the 
orchestra executed the well-known symphony with unusual power and 
precision, the general approbation was shown immediately on the 
conclusion of the first part by a long-sustained clapping of hands. The 
triumph of the baton as time-giver was decisive, and no one was seen 
any more seated at the piano during the performance of symphonies and 
overtures. 

Louis Spohr’s Autobiography, Translated from the German (London, 1865), II, 81-82. 
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The State of Music in Italy in 1830 


In the nineteenth century, Italian music came to mean opera and nothing else. 
Even so, opera in the years between the brilliant successes of Rossini and the 
rise of Italy s greatest operatic master, Giuseppe Verdi, presented a bleak as¬ 
pect to thoughtful observers. Bellini, it is true, and Donizetti helped to fill the 
void, especially after they settled in Paris. Meanwhile Italian music appeared 
to languish. Here is an unusually gloomy report Irom the Milan correspondent of 
The Havnionicon, writing in 1831 on the preceding operatic season. To be sure, 
his view of musical conditions in the previous century is tinged with nostalgia. 

The last season has been, throughout the whole of Italy, a season of 
failures: not a single opera has obtained anything like distinguished suc¬ 
cess; and while few have survived, still fewer have merited to survive, 
even three or four representations. How is this? Has Italy, once the fruit¬ 
ful mother of great composers, lost for ever her fecundity? Has the ge¬ 
nius of composition fled from the sunny regions of the Arno, Po, and 
Tiber, and taken up her abode on the sterner banks of the Danube, the 
Rhine, and the Elbe? We fear it is so; and still further, we fear her return 
to her once favoured country, if she ever do return, will be long delayed. 
Music in Italy is now feeling, to the full extent, the eflFects of the French 
Revolution. Let no one smile, and say the cause quoted is infinitely too 
important for the effect traced to it. Before 1796, the Conservatorios, the 
Cathedrals, the rich monasteries formed asylums which supplied a host 
of learned musicians with situations which relieved them from any im¬ 
mediate pecuniary cares, and allowed of their giving the due limae labor 
[finishing touches] to their compositions before they were subjected to 
the public ordeal. In short, the composers of the eighteenth century, hav¬ 
ing these honorary retreats, could afford to write for fame rather than 
money, and to keep back their works till reiterated correction and polish 
had rendered them secure of reputation. These were the schools which 
educated, and the retreats which nourished, the [famous eighteenth- 
century composers, the] Paisiellos, Cimarosas, Jomellis, and in fact the 
almost endless roll of great composers who flourished in the last age. 
The invasion of Italy by the armies of republican France, in 1796, 
followed as it was by an almost total destruction of the power, and dis¬ 
sipation of the riches of the Church; by the suppression of monasteries 
and hospitals, and the sale of the lands destined for their support, de¬ 
stroyed at once the schools which educated the young, and the retreats 
which fostered the adult musician. The effect of this was not immediate: 
many composers, formed under the old school, still remained; and just as 
the last of them were dropping off, Rossini suddenly arose, and for sever- 



348 


The Later Nineteenth Century 


al years filled all Europe with his energy and glitter. For some time his 
compositions, continually resorted to when those of other writers failed, 
concealed the real dearth of musical talent; but now that constant repeti¬ 
tion has rendered even Rossini’s operas unattractive, we awake to a per¬ 
fect sense of the nothingness of [today’s leading composers,] the Mer- 
cadantes, the Pavesis, Pacinis, &c. &c., who have followed and imitated 
him. 

If we flatter ourselves that the failures of the last season have been 
merely accidental, we shall be much deceived; the seasons of 1828 and 
1829 were quite as bad; and of all the operas produced in 1827, two only 
survive. 

The Harmonicon, IX (1831), 253. 
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From the Writings of Berlioz 


The decay of absolutism on the European continent spelled the end of artistic 
patronage on the part of the aristocracy and the church. The broad middle-class 
public now replaced the traditional elite: it attended concerts and the opera, it 
purchased printed music, it was swayed by the opinions of newspaper reviewers. 
Italian opera composers never noticed the difference: they had been addressing 
the broadest public for two hundred years and continued to do so in the nine¬ 
teenth century. Brilliant virtuosos and agreeable “salon’’ composers knew how 
to keep in fashion, and they thrived. But the young Romantic composers, who 
sought to express their innermost feelings through their art, found themselves ig¬ 
nored by the public and the press. It is no wonder, then, that so many of them, 
from Weber (see p. 345) to Wolf (1860-1903), decided to take up arms against 
the prevailing situation and entered the battlefield as newspaper critics and au¬ 
thors of pamphlets and books, each according to his temperament and his indi¬ 
vidual experience of life. Among the great composers of the nineteenth century, 
Berlioz, Schumann, Liszt, and Wagner stand out as energetic, crusading writers, 
bent on elevating the public’s taste and reforming the musical life of Europe. 
Our opening selection first appeared in Berlioz’s Musical Travels in Germany 
and Italy (1844). Though it purports to give a definition of music and its constitu¬ 
ent parts in the objective style of an encyclopedia entry, it soon reveals itself as 
something quite different—a Romantic’s glorification of the power of music. In 
his documentation of the effects of music on susceptible people (including him¬ 
self), Berlioz slips easily into a style reminiscent of medical books, reminding us 
that his father was a doctor and that he himself had, for a time, been an unwilling 
medical student. His contempt for all the durable old legends about ancient 
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music and his claim on behalf of the equal if not superior powers of modern 
music show that Berlioz (like many French Romantics) was heir to the melioris- 
tic views of the Enlightenment, which in many other ways he (and they) de¬ 
spised. 


Music 


Music, the art of moving intelligent human beings, endowed with 
special, well-trained organs, by means of combinations of sounds. To 
define music thus is to admit that we do not consider it, as the saying 
goes, fit for everyone. Whatever its conditions, whatever means it may 
have employed in the past, whether simple or compound, gentle or vig¬ 
orous, it has always been apparent to the impartial observer that, a great 
number of individuals being incapable of feeling and understanding its 
power, they were not fit for music and, consequently, music was not fit 
for them. 

Music is both a sentiment and a science; it requires of its practitioner, 
whether he be a performer or a composer, natural inspiration and skills 
that can only be acquired through prolonged studies and profound 
thought. The union of knowledge and inspiration constitutes art. Lack¬ 
ing these conditions, therefore, a musician can only be an incomplete 
artist, if indeed he deserves the title of artist. 

What we call music is a new art, in the sense that it most probably 
bears very little resemblance to what the ancient civilized peoples 
meant by that term. 

What the art of sounds was then we know but very imperfeetly. Some 
isolated facts, told possibly in an exaggerated manner of the kind we 
witness daily; the bloated or totally absurd ideas of eertain philosoph¬ 
ers—sometimes, too, false interpretations of their writings; these would 
tend to attribute to ancient music an immense power and a moral influ¬ 
ence so great as to oblige legislators, in the interest of the people, to fix 
its course and regulate its use. Disregarding for the moment the reasons 
why the truth in this regard may have been altered, and admitting that the 
music of the Greeks may indeed have produeed extraordinary impres¬ 
sions on certain individuals, this fact would still not in the least consti¬ 
tute a proof that their musieal art had reaehed a high degree of perfec¬ 
tion. 

Simply by glancing around it would be easy to cite incontrovertible 
facts in favor of the power of our own music—facts whose worth would at 
least equal that of the doubtful anecdotes of ancient historians. How 
often, at performanees of the masterpieces of our great composers, have 
we seen listeners overcome by the most violent spasms, crying and 
laughing at the same time, and manifesting all the symptoms of delirium 
and fever! A young musician from Provence, overcome by the impas¬ 
sioned feelings aroused in him by Spontini’s [opera] La Vestale, could 
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not bear the thought of returning to our prosaic world after leaving the 
poetic heaven that had just been revealed to him; he forewarned his 
friends by letter of his intention, and after hearing once more the master¬ 
piece that was the object of his ecstatic admiration, thinking rightly that 
he had attained the maximum share of happiness allotted to man on 
earth, one evening, at the entrance to the [Paris] opera house, he blew 
out his brains. 

The famous singer Mme. Malibran, upon hearing for the first time, at 
the Conservatoire, Beethoven’s C-minor symphony, was seized by such 
strong convulsions that she had to be helped out of the concert room. 
Dozens of times we have seen serious men finding themselves obliged 
to leave in order to hide the violence of their emotions from the public 
gaze. As for the feelings which the present author personally derives 
from music, he affirms that nothing in the world could convey an exact 
notion of them to one who has never experienced the like. Leaving aside 
the moral influences which this art has developed in him, and to cite 
only the impressions received and the effects experienced at the very 
moment of the performance of works he admires, here is what he can say 
in all candor: Upon hearing certain pieces of music, my vital forces seem 
at first to double in strength; I feel a delicious pleasure in which the 
reasoning faculty has no share; the habit of analysis arises spontaneously 
later and brings forth admiration; emotion, increasing proportionately 
with the energy or loftiness of the composer’s inspiration, soon produces 
a strange commotion in my circulation; my arteries throb violently; tears, 
which ordinarily signal the end of the paroxysm, often only indicate an 
advancing condition that is far from having reached its peak. In such 
cases, there are spasmodic muscular contractions, a trembling of all the 
limbs, a total numbness of feet and hands, a partial paralysis of the op¬ 
tical and auditory nerves; I cannot see, I barely hear; vertigo... a 
half-swoon . .. One may well imagine that feelings heightened to such a 
degree represent a rare occurrence and that, besides, they are counter¬ 
balanced by a vigorous contrast, namely, that of the negative musical ef¬ 
fect which produces the opposite of admiration and pleasure. There is 
no music more apt to arouse me in this sense than that whose principal 
fault seems to me to be platitude conjoined with falseness of expression. 
Then I blush as if in shame; a genuine sense of indignation invades me; 
anyone seeing me might suppose I had just suffered an insult of the kind 
that can never be forgiven; to dispel the impression, there is a general 
upsurge, my entire organism makes efforts at excretion analogous to the 
effort of vomiting when the stomach wants to reject a nauseating liquid. 
It is disgust and hatred carried to their extreme limits; such music exas¬ 
perates me, and I vomit it from all my pores. 

Doubtless the habit of disguising or mastering my sentiments rarely 
permits them to appear in their true light; and if on occasion, from the 
days of my youth, I have chanced to give them full rein, it is because I 
lacked the time to reflect: I was taken unawares. 
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Modern music, therefore, as to power, has no cause to envy the music 
of the ancients. 

Hector Berlioz, A travers Chants (Paris, 1862), 1-4, 5-7. Trans. P. W. 


Sharp satire and wit, mingled with considerable bitterness, characterize much of 
Berlioz’s writing. In the following extract (from his Memoirs), however, the crass 
indifference of the billiard player serves only as a comic foil to the exaltation of 
Berlioz and one other person. 

That evening I had dragged to the [Paris] opera one of my friends, a 
perfect stranger to all the arts but billiards, whom I wished nevertheless 
to convert forcibly to music. The sorrows of Antigone and her father [in 
the opera Oedipus by Sacchini] were not such as to move him very 
deeply. And so, after the first act, despairing of my friend, I left him and 
moved up to a seat in front of him, in order not to be upset by his 
coolness. As if to make his impassiveness even more glaring, fate had 
seated to his right a spectator who was as impressionable as he himself 
was indifferent. I soon grew aware of this. [The singer] Derivis had just 
delivered himself with fine effect of the famous recitative; 

My son! Ah, no! my son no more! 

Go! My hatred is too vehement! 

Absorbed though I was by this lovely scene, so natural and full of an¬ 
tique feeling, I could not help overhearing the dialogue that had begun 
behind me, between my young friend, who was peeling an orange, and 
the stranger beside him, who was visibly shaken: 

‘'Good Heavens, sir, calm down.” 

“No! It is too much! It’s overwhelming! Crushing!” 

“But, sir, you really mustn’t let it affect you so. You will make your¬ 
self sick.” 

“No, let me be.—Oh!” 

“Come, come, sir, cheer up! After all, ifs only a show! May I offer 
you a slice of my orange?” 

“Ah! Sublime! ” 

“It’s imported from Malta.” 

“A heavenly work of art!” 

“Please accept it.” 

“Ah, sir, what a piece of music!” 

“Yes, it’s pretty.” 

During this dissonant conversation the opera had progressed through 
the reconciliation scene to the lovely trio O joyful moment! ; the 
penetrating sweetness of that simple melody had now seized me too; 
and I began to weep, covering my face with my hands, like a man over¬ 
come with grief. No sooner had the trio ended than two muscular arms 
lifted me off my chair, clasping my chest so tightly that I thought my 
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bones would break; it was the stranger: unable to contain his emotion, 
and noticing that, of all those around him, I was the only one who shared 
it, he embraced me fervently and cried out in a fitful voice: “By God, sir, 
how beautiful it is!!!” Not in the least surprised, my face crisscrossed by 
tears, I asked: 

“Are you a musician?” 

“No, but I feel music as deeply as any man.” 

“Well, it is all the same; let me shake your hand. Gad, sir, you are a 
splendid fellow!” 

Whereupon, perfectly undisturbed by the mirth of the spectators who 
had gathered around us and by the dumbfounded expression on the face 
of my orange-eating friend, we exchanged some words in an undertone; 
I told him my name, he told me his (it was Le Tessier—I never saw him 
again) and his profession. He was an engineer! A mathematician!! What 
the devil! Sensitivity lurks in the oddest nooks! 

Memoires de Hector Berlioz (Paris: Calmann-Levy, n.d. [1910?]), I, 80-82. Trans. P. W. 

“Thunderclaps occasionally follow one another in the life of an artist,” writes 
Berlioz in Chap. 20 of his Memoirs, “as rapidly as during certain storms in which 
the clouds, replete with electric fluid, seem to toss the lightning back and forth 
and to breathe the hurricane. I had hardly experienced two apparitions— 
Shakespeare and Weber—when, at another point in the horizon, I saw the 
immense Beethoven rise up. The impact on me was nearly comparable to that 
which I had felt with Shakespeare. He opened up for me a new world in music, 
just as the poet had revealed to me a new universe in poetry.” In article after ar¬ 
ticle, review after review, Berlioz was to champion the cause of Beethoven’s 
music. Beethoven, to him, stood for all that mattered and, just as important, 
against all that was trivial in music. Here, in a report sent to his paper from Lon¬ 
don in 1851 his devotion to the master appears mingled with light touches of 
social satire and humor. 


The Beethoven Room 

I must still acquaint you widi The Beethoven Quartet Society. This has 
as its sole aim the performance at regular intervals, and in pretty close 
succession, of Beethoven’s quartets. Each evening’s program contains 
three of them—nothing less, nothing more. Usually they are selected 
from the three different manners of the author; and it is always the last, 
in the third manner (from the period of Beethoven’s supposedly in¬ 
comprehensible compositions), which excites the greatest enthusiasm. 
Then you may see Englishmen follow with their eye, in little pocket 
scores printed in London for that purpose, the capricious flight of the 
master’s thoughts; which might be considered proof that several among 
them have some rudimentary knowledge of score reading. But I feel a 
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certain skepticism regarding the science of these devourers, ever since I 
surprised one of them (I was peering over his shoulder) with his eyes 
fixed on page 4, while the performers were on page 6. This music lover 
no doubt belonged to the same school as the king of Spain whose passion 
it was to play the first fiddle in Boccherini’s quintets and who, always 
falling behind the other performers, used to say to them, when the confu¬ 
sion grew too serious, “Keep going, I’ll^catch up with you!” 

The meeting place of the Beethoven'Quartet Society is known as the 
Beethoven Room. For a time I inhabited an apartment in the same house 
with it. The hall, seating two hundred and fifty persons at most, is for that 
reason often rented out for concerts intended tor small audiences; there 
are many such. Now, since my apartment door opened on the staircase 
leading to the hall, I had only to keep it open in order to hear everything 
that was performed there. One evening I hear Beethoven’s C-minor trio 
resounding... I fling open my door... Come in, come in, and welcome, 
proud melody!... God! How noble and beautiful!... Where, then, did 
Beethoven discover these countless phrases, each more poetically char¬ 
acterized than the other, all of them different, all of them original, not 
even sharing that family air one recognizes in the works of great masters 
renowned for their fecundity? And what ingenious developments! What 
unforeseen motions!... How he soars, this indefatigable eagle! How he 
glides, poised in his harmonious heaven!... Now he plunges down, 
loses himself in it, rises, descends again, disappears ... then he returns 
to his starting point, his eye glinting brighter, his wing beating more 
vigorously, disdaining repose, quivering, inebriated with infinity... 
Very well performed! I wonder who played the piano part so well?... 
My servant informs me it was an Englishwoman. A true talent, 1 must 
say!... Oh dear! What’s this? A prima donna’s grand aria? ... John! Shut 
the door! Quick, quick. Ah! Miserable woman! I hear her still. Shut the 
second door, the third; is there a fourth? ... At last... I breathe again ... 

Hector Berlioz, Beethoven, ed. J.-G. Prod'homme (Paris: Correa, 1941), 141-44. Trans. 
P. W. 
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Although by the nineteenth century “program music” (i.e., instrumental music 
embodying extramusical content of one kind or another) was anything but new, 
one school of Romantic composers attached an unprecedented importance to it. 
It became in their eyes the highest form of music, for it was the kind best suited 
to their ideal of self-expression. The use of an extramusical program also gave 
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Berlioz Conducts a Benefit Concert. The legend reads: ARTILLERY 
CONCERT LUCKILY THE HALL IS SOLIDLY BUILT, IT RESISTS 
The illustration is taken from a highly successful satirical novel,/crdinc Pa- 
turot Cl la recherche d\ine position sociale by Louis Reybaud (1st illustrated 
ed., Paris, 1846). Berlioz is not mentioned by name, but the several pages of 
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license to all kinds of coloristic effects of harmony and orchestration, and thus 
furthered the tendency towards technical experimentation in the name of 
originality something that went hand in hand with the Romantic exaltation 
of self. The best possible example of the new status of program music is one that 
has remained famous to this day—Berlioz’s Symphouie fantastique (1830), in 
which the composer sought to give expression to the passion for Harriet Smith- 
son (an Irish Shakespearean actress who later became his wife) that possessed 
him at the time of its writing. Rather than a literal autobiography in tones, the 
Symphonie fantastique is a kind of five-act drama of nightmares and hallucina¬ 
tions (to a Romantic like Berlioz, a higher reality than that of the senses). The 
Program of the symphony, which Berlioz wished to have distributed to audi¬ 
ences to prepare them to understand the work—and which many in the Victorian 
era understandably found shocking—must be regarded not simply as an explana¬ 
tion but as in some sense a part of the composition. 


Note 

It has been the composer’s goal to develop different situations in the life 
of an artist, insofar as they are susceptible of musical treatment. The plot 
of the instrumental drama, lacking the help of the spoken word, needs to 
be presented beforehand. The following program* must accordingly be 
viewed as the spoken text of an opera [e.g. of a French opera comique, 
where spoken dialogue was used instead of recitative], serving to in¬ 
troduce musical pieces whose character and expression it motivates. 


First Part: Daydreams—Passions 

The author imagines that a young musician, affected by the moral mala¬ 
dy which a famous writer calls le vague des passions [i.e., seemingly 
rootless emotions], sees for the first time a woman who possesses all the 
charms of the ideal being he had fancied in his dreams, and falls 
hopelessly in love. Through a singular oddity, the image of the beloved 
never presents itself to the artist’s imagination except tied to a musical 
idea, in which he perceives a certain impassioned quality, though noble 
and shy, as he imagines the object of his love to be. 

“The distribution of this program to the audience, at concerts in which this symphony is to 
be played, is indispensable for the complete understanding of the work s dramatic plan 
[Berlioz’s footnote]. 


description (pp. 203-205), including comments on his propensity for “setting 
public and private life to music,’’ leave no doubt as to his identity; neither, 
of course, does the portrait. (Artist: J.-J. Grandville.) 
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This musical reflection and its model pursue him incessantly like a 
double idee fixe [obsession]. This is why the melody that opens the first 
allegro reappears constantly in all the other movements of the sym¬ 
phony. The passage from that state of dispirited daydreaming, oc¬ 
casionally interrupted by baseless tran.sports of joy, to one of delirious 
passion, with its gusts of fury, of jealousy, its relapses into tenderness, its 
tears, its religious consolations, forms the subject of the first movement. 


Second Part: A Ball 

The artist finds himself in the most diverse situations of daily life: amid 
the tumult of a festivity, in the peaceful contemplation of the beauties of 
nature. But everywhere, whether in the town or in the fields, the image 
of the beloved obtrudes on him, bringing trouble to his spirit. 


Third Part: Country Scene 

Finding himself in the country one evening, he hears two shepherds 
playing a ranz de caches [an Alpine cattle-call] in dialogue, far away; 
this pastoral duet, the scenery, the slight murmuring of the trees gently 
swayed by the wind, some recently formed grounds for hope—every¬ 
thing contributes to bringing an unaccustomed calm to his heart and a 
brighter color to his thoughts. He thinks of his loneliness; he hopes soon 
not to be alone any more . .. But what if she were deceiving him?. .. 
This mixture of hope and fear, these visions of happiness troubled by 
dark forebodings, form the subject of the adagio. In the end, one of the 
shepherds resumes the ranz de caches; the other no longer 
answers ... Distant sound of thunder. .. solitude . .. silence ... 


Fourth Part: March to the Scaffold 

Having become convinced that his love is not returned, the artist poisons 
himself with opium. The dose of narcotic, too weak to kill him, plunges 
him into a sleep beset with the most horrible visions. He dreams he has 
murdered the one he loved; he has been sentenced, is being led to the 
scaffold, is witnessing his own execution. The procession moves forward 
to the sounds of a march now somber and ferocious, now brilliant and 
stately, during which the muffled noise of heavy footsteps follows 
without transition upon the noisiest outbursts. At the end of the march, 
the first four measures of the idee fixe reappear like a last thought of love 
interrupted by the fatal blow. 
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Fifth Part: Dream of a Sabbath Night 

He sees himself at the sabbath, surrounded by a hideous crowd of spirits, 
sorcerers, monsters of every kind, assembled for his funeral. Strange 
noises, moans, bursts of laughter, distant cries to which other cries ap¬ 
parently respond. The beloved melody reappears again, but it has lost its 
noble and shy quality; now it is only a vile dance tune, trivial and gro¬ 
tesque; it is she, arriving at the sabbath, . . Roar of joy at her ar¬ 
rival . . . She joins the diabolic orgy . . . Funeral knell, ludicrous parody of 
the Dies iraef sabbath round dance. The sabbath round dance and the 
Dies irae combined. 


Hector Berlioz, New Edition of the Complete Works, XVI (Kassel: Barenreiter, 1972), 3-4. 
Trans. P. W. 

*Hymn sung at the funeral rites of the Catholic Church [Berlioz's footnote]. 
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Criticism, according to Matthew Arnold, is “a disinterested endeavour to learn 
and propagate the best that is known and thought in the world.’’ Elsewhere he 
says it is an attempt “to see the object as in itself it really is.” Schumann’s poe¬ 
tic—sometimes even purposely mystifying—approach to musical journalism 
may mislead a casual reader into not taking him quite seriously. That would be a 
mistake, for Schumann, more than any other composer-writer, fulfilled Arnold’s 
high requirements: he was disinterested, idealistic, deeply intuitive, and, as it 
has turned out, rarely wrong. In 1852, not long before his final illness, Schumann 
set to work collecting his criticisms (most of which had appeared in his own jour¬ 
nal, the Neue Zeitschrift fur Musik, from 1834 to 1844) into a more permanent 
shape, “as a remembrance of that time and also of myself; for they present a liv¬ 
ing mirror-image of those stirring days and may give many a younger artist some 
instructive hints on things I’ve learnt and experienced” (letter of 3 June 1852). 
Elsewhere (letter of 11 July 1853) he says, “I do not care to earn a fortune with 
[this book]; I should like to leave behind me a remembrance of myself—if I may 
say so, the text (as it were) to my creative work.” And, considering how autobio¬ 
graphical much of his music is, Schumann’s critical writings do bear some such 
relationship to his musical compositions. 
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By Way of Introduction 

Towards the end of the year 1833, a number of musicians most of them 
young—met together almost as if by accident every evening in Leipzig; 
they met for convivial reasons, but at least as much, too, for the exchange 
of ideas on the Art that was meat and drink to them—music. It cannot be 
said that Germany’s musical situation at the time was very satisfactory. 
The stage was still dominated by Rossini, the piano nearly exclusively 
by [the fashionable composers] Herz and Hiinten. And yet but a few 
years had passed since Beethoven, Weber, and Schubert had dwelt 
among us. True, Mendelssohn’s star was in the ascendant, and won¬ 
drous things were being said of a young Pole, Chopin but their influ¬ 
ence was not deeply felt till later. Then, one day, a thought occurred to 
the young hotheads: “Let us not look idly on, let us take matters in 
hand, so that the situation may improve, so that the poetry of art may 
once again be held in high esteem!” Thus were born the first numbers 
of a new musical periodical. But the joy of close collaboration did not 
last long in this society of young talents. Death robbed it of one of its 
most valuable members, Ludwig Schunke. Some of the others left 
Leipzig altogether at different times. The undertaking was on the point 
of being dissolved. Then one of them, in fact the group’s musical 
dreamer, who until then had whiled his life away at the piano far more 
than among books, decided to assume the editorship himself and led 
the journal for upwards of ten years, to 1844. This was the origin of a 
series of essays, a selection from which is collected here. The majority 
of the opinions given there are still held by him today. What, in hope 
and fear, he expressed regarding many an artist and artistic event has 
come true in the course of time. 

There remains to be mentioned a League that was a more than 
secret one, since it only existed in the head of its founder: the League 
of David iDavidsbund]. It appeared not unsuitable to imagine con¬ 
trasting artistic personalities in order to express different views of art; 
the principal figures were Florestan and Eusebius, between whom 
Master Raw stood as mediator. This Davidite society wound like a red 
thread through the periodical, binding together fact and fiction in a fan¬ 
ciful way. Later these comrades, who had been received not unkindly 
by the paper’s readers, disappeared altogether from its pages. 

Robert Schumann, Gesaminelte Schriften uber Musik iind Musiker (Leipzig, 1854), I, 
iii-v. Trans. P. W. 


Schumann’s first published article appeared in the leading German musical pe¬ 
riodical, the Allgemeine musikalische Zeitnng, in 1831—three years, that is, 
before he founded his own periodical. The article is famous for having in¬ 
troduced the then-unknown Chopin to the German public; and it marks the first 
appearance of Schumann’s imaginary Davidites, chief among them Eusebius, 
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Florestan, and Master Raro. It should be pointed out, for the benefit of those 
who are not acquainted with these characters’ musical incarnations (as in 
Schumann’s Carnaval, op. 9), that the League of David’s ultimate mission 
was to slay the Philistines. Who were the Philistines? Why, the fashionable 
mass producers of trivial musi,c and the thousands upon thousands of unthink¬ 
ing concert and opera goers who applauded their efforts. Against such over¬ 
whelming numbers only a secret League could hope to prevail. 


An Opus 2 

Eusebius recently came softly into the room. You know the ironic smile 
on that pale face; it is meant to awaken your curiosity. I was sitting at 
the piano with Florestan. Florestan, as you know, is one of those rare 
musical natures who seem to anticipate all that is imminent, new, or 
out of the ordinary. Yet today there was a surprise in store for him. With 
the words, “Hats off, gentlemen, a genius!” Eusebius produced apiece 
of music. He wovdd not let us see the title. I turned the pages idly; this 
veiled enjoyment of soundless music has something magical about it. 
Besides, it seems to me that each composer has his own individual 
note-patterns, recognizable to the eye: Beethoven looks different from 
Mozart, on paper. But now it seemed to me as if strange eyes, flower 
eyes, basilisk eyes, peacock eyes, maiden eyes were peeping up at me 
most wondrously; some parts seemed clearer—I thought I could detect 
Mozart’s “La ci darem la mano” [from Don Giovanni] entwined 
through a hundred chords. “Now play it,” said Florestan.—Eusebius 
obliged; and we listened, huddled in the recesses of a window. 
Eusebius played as in a rapture and conjured forth countless images 
drawn from palpitating life; it was as if the rapture of the moment had 
lent his fingers powers beyond the ordinary. Florestan’s approval, of 
course, consisted (apart from a blissful smile) of nothing more than the 
remark that the variations might have been composed by Beethoven or 
Franz Schubert, had they been piano virtuosos. But then he turned to 
the title page and read nothing but: 

“La ci darem la mano. Variations for the Piano 
by Frederic Chopin, Opus 2.” 

Surprised, we both exclaimed, “An Opus 2!” And everyone’s face fairly 
glowed with astonishment. Apart from sundry and various exclama¬ 
tions, little could be made out but: “Well, here’s something worthwhile 
again—Chopin—I’ve never heard of him—in any case a genius.”—I 
cannot describe the scene. Heated by the wine, by Chopin, by our dis¬ 
cussion, we repaired to Master Raro, who burst out laughing and 
displayed very little curiosity concerning the Opus 2, “for,” said he, “I 
know you well enough, and your enthusiasm for the latest fashions; 
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well, well, bring your Chopin to me.” We promised to do so the next 
day. Eusebius soon hade us quietly good-night, and I remained with 
Master Raro for a while; Florestan, who has been homeless recently, 
flew through the moonlit street towards my house. At about midnight I 
found him in my room, lying on the sofa with his eyes shut. “Chopin’s 
variations,” he began, as if in a trance, “are still running through my 
head; to be sure, ” he went on, “it is all very dramatic and altogether 
Chopin-like... ” [Here follows a detailed, though very fanciful, appre¬ 
ciation of this very early work, which, today, is rarely performed.] 

“My very dear Florestan,” said I, “these private feelings may be 
praiseworthy, though they are somewhat subjective; but though Chopin 
hardly needs to exert himself to follow his inspiration, I nevertheless 
bow to his genius, his aspiration, his mastery!” 


Ibid., 3-5, 7. 


Schumann was not inclined by temperament to organize his views on the aes¬ 
thetics—and ethics—of music into a formal system. Yet a perfectly coherent 
outlook emerges, cumulatively, from a reading of his collected writings. 
Schumann’s nearest approach to a direct statement of his views will be found, 
characteristically enough, in some sets of unrelated aphorisms he published oc¬ 
casionally, from which the following have been selected. 


Aphorisms 

I have no liking for those whose life is not in unison with their works. 

Fl.[orestan] 

Music speaks the most universal of languages, one by which the 
soul is freely, yet indejinabltf moved; but it is then at home. 

Reviewers: Music extracts love-calls from nightingales, yelps from 
pug-dogs. 

It is a sign of the extraordinary that it is not always grasped at once; 
the majority are inclined to superficial things, such as virtuoso music. 

E. [usebius] 

Let the artist preserve his balance in life; else his position becomes 
difficult. 

In every child there is a wondrous depth. 

Genius: VV^e forgive the diamond its sharp edges; it is very costly to 
round them off. 


FI. 
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It is not a good thing to have acquired too great a facility in any skill. 

Raro 


There i§ spirit in all new things. 

Eusebius 

The first conception is always the most natural one and the best. 
Reason errs, feeling does not. 


Raro 


Talent labors, genius creates. 

FI. 

The educated musician may study a Madonna by Raphael, the paint¬ 
er a Mozart symphony with equal advantage. Yet more: to the sculptor 
every actor is a motionless statue, to the actor the sculptor’s works come 
alive; the painter sees a poem as a picture, the musician transforms 
paintings into tones. 

E. 


The aesthetics of one art is that of the others too; only the materials 
differ. 


FI. 


That a distinct Romantic school can form itself in music, which is it¬ 
self Romantic, is difficult to believe. 

FI. 


People say, “It pleased,” or “It did not please.” As if there were 
nothing higher than to please people! 

To cast light into the depths of the human heart—the artist’s mis¬ 
sion! 


The laws of morality are also those of art. 


Ibid., 29-43, passim; IV, 278, 303. 


Schumann withdrew as editor of the Neiie ZeitscJirift fur Musik in 1844 and only 
seldom contributed to its pages thereafter. But his last contribution, which was 
printed on its front page late in 1853, caused a tremendous stir. Apart from its 
bold tone of prophecy concerning a totally unknown young composer, Johannes 
Brahms, the article came at a moment when Germany’s musicians were splitting 
over the issue of the ‘"music of the future” (see p. 380, below), towards which 
Schumann was known to be cool. Hence the intense reactions, both friendly and 
skeptical, that greeted the article. Brahms’s name became well known overnight, 
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and, as it happened, Brahms himself eventually became the titular, if inactive, 
leader of the opponents of the “musicians of the future. ” 


New Paths 

Years have passed—nearly as many as I devoted to the former editorship 
of this journal, namely ten—since last I raised my voice within these 
covers, so rich in memories. Often, despite my intense creative activity, I 
have felt myself stimulated; many a new and significant talent has ap¬ 
peared; a new musical force has seemed to be announcing itself—as has 
been made evident by many of the aspiring artists of recent years, even 
though their productions are chiefly familiar to a limited circle. Follow¬ 
ing the paths of these chosen ones with the utmost interest, it has 
seemed to me that, after such a preparation, there would and must sud¬ 
denly appear some day one man who would be singled out to make artic¬ 
ulate in an ideal way tbe highest expression of our time, one man who 
would bring us mastery, not as a result of a gradual development, but as 
Minerva, springing fully armed from the head of Cronus. And he is 
come, a young creature over whose cradle graces and heroes stood 
guard. His name is Johannes Brahms, and he comes from Hamburg 
where he has been working in silent obscurity, trained in the most dif¬ 
ficult theses of his art by an excellent teacher who sends me enthusiastic 
reports of him, recommended to me recently by a well-known and re¬ 
spected master. Even outwardly, he bore in his person all the marks that 
announce to us a chosen man. Seated at the piano, he at once discovered 
to us wondrous regions. We were drawn into a circle whose magic grew 
on us more and more. To this was added an altogether inspired style of 
playing which made of the piano an orchestra of lamenting and exultant 
voices. There were sonatas—veiled symphonies, rather; lieder, whose 
poetry one could understand without knowing the words, although a 
deep vocal melody ran through them all; single piano pieces, in part of a 
daemonic nature, most attractive in form; then sonatas for violin and 
piano; string quartets—and every work so distinct from any other that 
each seemed to flow from a different source. And then it seemed as 
though, roaring along as a river, he united them all as in a waterfall, bear¬ 
ing aloft a peaceful rainbow above the plunging waters below, sur¬ 
rounded at tbe shore by playful butterflies and borne along by the calls 
of nightingales. 

Later, if he will wave with his magic wand to where massed forces, in 
the chorus and orchestra, lend their strength, there lie before us still 
more wondrous glimpses into the secrets of the spirit world. May the 
highest genius strengthen him for what expectation warrants, for there is 
also latent in him another genius—that of modesty. His comrades greet 
him on his first entrance into the world, where there await him wounds, 
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peihaps, but also palms and laurels; we weleome him as a valiant war¬ 
rior. 

In every time there reigns a secret league of kindred spirits. Tighten 
the circle, you who belong to it, in order that the truth in art may shine 
forth more and more brightly, everywhere spreading joy and peace. 

R. S. 


Oliver Stiunk (eel.), Source Readings in Music History (New York: W. W. Norton & Com¬ 
pany, Inc., 1950), 844—45. Reprinted by permission of W. W. Norton & Company, Inc., and 
Faber and Faber Ltd. Copyright © 1950 by W. VV. Norton & Company, Inc. Copyright re¬ 
newed 1978 by Oliver Strunk. 
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Almost exactly ten years after Paganini emerged from obscurity by appearing in a 
series of concerts in Vienna, Liszt created a similar sensation in the Austrian cap¬ 
ital and embarked on an equally memorable career as a traveling virtuoso. Here 
are excerpts from the report sent in by the Viennese correspondent of Germany’s 
leading musical journal, the Allgemeine rnusikalische Zeitung, published in May 
1838. 

Vienna, end of April.—Unusual events require an extraordinary report. 
The present one is prompted by the wholly unexpected arrival of the 
famous pianist Franz Liszt, whom Vienna had not seen since his 12th 
year and who, like a Deus ex machina [i.e., an unhoped-for savior], came 
to us quite suddenly from the slopes of the Apennines [he had spent the 
winter in Italy]. 

We have now heard him, the strange wonder, whom the superstition 
of past ages, possessed by the delusion that such things could never be 
done without the help of the Evil One, would undoubtedly have con¬ 
demned without mercy to the stake—we have heard him, and seen him 
too, which, of course, makes a part of the affair. Just look at the pale, 
slendqr youth in his clothes that signal the nonconformist; the long, 
sleek, drooping hair, the thin arms, the small, delicately formed hands; 
the almost gloomy and yet childlike pleasant face—those features so 
strongly stamped and full of meaning, in this respect reminding one of 
Paganini, who, indeed, has been his model of hitherto undreamt-of vir¬ 
tuosity and technical brilliance from the very first moment he heard him 
and was swept away. 

Liszt introduced himself with Weber’s Konzertstuck in F minor. Karl 
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Franz Liszt Exerts His Spell on the Ladies in the Audience. A caricature of the 
1840s. (From the periodical Berlin, wie es ist... and trinkt, no. 14.) 


Maria [von Weber] himself played us this beautiful and strongly con¬ 
ceived composition about twenty years ago; his hearers were indifferent 
if not cold. Several pianists of both sexes had ventured on it at different 
times [with no better success]. This notorious fact was not unknown to 
our worthy guest; but he wished, as he himself put it, to bring that 
glorious master’s favorite child into honor among the Viennese. And it 
came to pass! No one imagined he was listening to the oft-heard piece; 
the notes, to be sure, were the same, perhaps not one more or less—yet 
how infinitely different! Through a quite personal method of fingering, 
in which the thumb assumes a wide variety of functions, through a tech¬ 
nique cultivated to the point of perfection, through a touch which he is 
capable of shading through all conceivable degrees, from the softest 
breath to the most overwhelming thunderstorm, he brings forth the most 
stupendous effects; yes, even effects of detail which one would not think 
of expecting of the instrument. The introductory Largo was performed 
with melancholy pathos, with passionate feeling, speaking to the inmost 
heart; every note a complaint of the oppressed spirit, a sigh of the 
troubled, anguished soul. The tempo of the first and final allegros he 
urged on in such a manner that one trembled for the outcome—but how 
needlessly! For the pining David became a gigantic Goliath; and, to the 
contrary, his lavishly expended energies seemed steadily to augment. 
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and the flood of tones poured forth in one stream, yet never at the cost of 
intelligibility, to the last chord, with which were mingled cheers of 
acclamation that threatened never to end, and for which the expression 
“enthusiastic” is only an empty unmeaning sound. When, in the magnif¬ 
icent March, the orchestra gradually swelled to fortissimo, and the 
mighty one thundered in imperiously, penetrating the massed in¬ 
struments victoriously—a tamer of the waves, to whom the watery ele¬ 
ment pays obeisance, here already the thunderous applause knew no 
bounds; and such a tribute of recognition must have affected the virtuoso 
deeply, accustomed though he was to homage [in France and England], 
for hot tears rolled down his cheeks. 

The arrival of this phenomenon amongst pianists was so unexpected, 
and his stay is of so short duration, that the longing to hear and admire 
him is quite pardonable. And so, invitation upon invitation from the 
highest nobility and most distinguished families press and cross each 
other daily, nay hourly; and the modest, unassuming artist, doubly amia¬ 
ble by his obliging courtesy, which can refuse no one anything, is quite 
out of breath; at times, indeed, he would need to divide himself in two. 

Who can doubt that this meteor has set in motion all the ready pens of 
the imperial city? [The painter Josef] Kriehuber has lithographed him to 
the life. But the most characteristic of his portraits was done by [Moritz] 
Saphir, who, to be sure, is not a professional musician, but a poet. 

“Liszt,” said he, “knows no rule, no form, no law; he creates them 
all himself! He remains an inexplicable phenomenon, a compound of 
such heterogeneous, strangely mixed materials, that an analysis would 
inevitably destroy what lends the highest charm, the individual en¬ 
chantment: namely, the inscrutable secret of this chemical mixture of 
genial coquetry and childlike simplicity, of whimsy and divine 
nobleness. 

“After the concert, he stands there like a conqueror on the field of 
battle, like a hero in the lists; vanquished pianos lie about him, broken 
strings flutter as trophies and flags of truce, frightened instruments flee 
in their terror into distant corners, the hearers look at each other in 
mute astonishment as after a storm from a clear sky, as after thunder 
and lightning mingled with a shower of blossoms and buds and 
dazzling rainbows; and he the Prometheus, who creates a form from 
every note, a magnetizer who conjures the electric fluid from every key, 
a gnome, an amiable monster, who now treats his beloved, the piano, 
tenderly, then tyranically; caresses, pouts, scolds, strikes, drags by the 
hair, and then, all the more fervently, with all the fire and glow of 
love, throws his arms around her with a shout, and away with her 
through all space; he stands there, bowing his head, leaning languidly 
on a chair, with a strange smile, like an exclamation mark after the out¬ 
burst of universal admiration: this is Franz Liszt!” 

Lina Rainann, Franz Liszt, Artist and Man, trans. E. Cowdery (London, 1882), II, 315-18. 
Corrections based on the original source. 
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From the Writings of Liszt 


Liszt was in his twenties (and very much under the influence of Saint-Simonian 
socialism and the religious ideas of the unorthodox reformer Lamennais) when 
he published a series of articles in the Gazette musicale de Paris under the title 
“Concerning the Situation of Artists and Their Condition in Society.” The fol¬ 
lowing extract (from the article of 30 August 1835) points up the unbroken line 
that connects Rousseau and the French Revolution to some of the socio-religious 
ideals of the Romantics. (Note the close resemblance between Liszt’s program 
and that of the founders of the Conservatoire, p. 319 above.) 

Gods depart, kings depart, but God remains, and the peoples rise. Let 
us then not despair of art. 

According to a law passed by the Ghamber of Deputies in 1834, 
music will soon be taught in the schools. We rejoice at this sign of 
progress and accept it as a pledge of even vaster progress, whose influ¬ 
ence on the masses will appear all but miraculous. 

We allude to the regeneration of religious music. 

Although the term is normally restricted to music performed in 
church during the divine service, I take it here in its wider sense. 

In the days when worship expressed and at the same time satisfied 
the people’s beliefs, needs, and sympathies, when men and women 
sought and found in their churches an altar before which they could 
kneel, a pulpit that nourished their spirits, a spectacle that entertained 
and elevated their senses piously, religious music could afford to confine 
itself within the holy precincts, could be content merely to accompany 
the splendors of the Gatholic liturgy. 

Today, when the altar is cracked and tumbling, today, when pulpit 
and ceremonies have become objects of doubt and derision, art must 
emerge from the temple, must spread out and accomplish its far-reaching 
evolution outside. 

As before, and to an even greater degree, music must seek out the 
PEOPLE and God, go from one to the other; improve, moralize, console 
man, bless and glorify God. 

Now, to accomplish this, the creation of a new music is imminent; es¬ 
sentially religious, strong, and effective, this music, which for want of a 
better name we will call humanitarian, will embrace within its colossal 
dimensions both the THEATER and the CHURCH. It will he both dramatic 
and sacred, splendid and simple, pathetic and solemn, fiery and unruly, 
tempestuous and calm, serene and tender. 

The Marseillaise —which better than Hindu, Ghinese, and Greek 
myths, has proved the effectiveness of music—the Marseillaise and the 
other fine songs of the Revolution have been its terrible and glorious 
precursors. 
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Yes, we do not doubt it: soon we shall hear the fields, hamlets, 
villages, suburbs, workshops, and cities resound to national, moral, polit¬ 
ical, religious songs, canticles, airs, and anthems made for the people, 
taught to the people, sung by tillers of the soil, artisans, laborers, the 
boys and girls, the men and women of the people. 

All great artists, the poets and the musicians, will furnish their quota 
to the constantly enriched popular repertory. The state will distribute 
honors, public rewards, to those who have won three general competi¬ 
tions; and all elasses of society, finally, will merge in a common religious 
sentiment, grand and sublime. 

And art shall say, “Let there be light.” 

May it come, may it come, therefore, this glorious era in which art 
shall fulfill itself by developing in all its aspects and rise to the highest 
level by uniting mankind in brotherhood by means of rapturous 
wonders. May tbe time come when the artist’s inspiration shall no longer 
be as bitter, elusive water reached after much effort beneath sterile 
sands, when instead it shall pour out as an inexhaustible, life-giving 
stream. May it, oh may it come, the hour of deliverance when poet and 
musician shall no longer say “the public”—but the PEOPLE and God! 

Jean Chantavoine (ed.), Fr. Liszt: Pages romantiques (Paris: F. Alcan, 1912), 65-67. Trans. 
P. W. 

Liszt’s pen portrait of the Irish pianist and composer John Field (1782-1837) and 
his works is a repository of many of the tenets of Romanticism in music. The ar¬ 
tist’s idealism; his complete individuality and indifference to public acclaim; the 
exaltation of spontaneous feeling over form, its supposed enemy; music as a 
magic conveyance to an “inner world” of subjective reverie—these were the 
ideas that reigned in the salons and the garrets of the early nineteenth century, 
and Liszt (or probably his ghost writer, Princess Wittgenstein) recaptured them 
well in retrospect, some two decades after Field’s death. The prose itself calls for 
comment: poetic, evocative, full (perhaps overfull) of imagery, it seeks to 
recreate the feelings it describes. Here is the Romantic conviction of the un¬ 
derlying unity of the arts confirmed from the other end—it was an age not only of 
“literary music,” but of musical writing as well. We should add, too, that Liszt 
was as little concerned with objective matters as was his subject. The history of 
the “character piece” for piano did not begin with Field, and the view of his ef¬ 
fortlessly spontaneous creative process is no doubt exaggerated. For a more real¬ 
istic account of a Romantic genius at work, see George Sand on Chopin below (p. 
370). 

John Field and His Nocturnes 

Alongside so much that has long since grown old, the Nocturnes of 
Field have retained their youth. Forty years and more have passed over 
them and still they exude a balmy freshness, still they give off their 
sweet perfume. Where else but in Field will we find an innocence so 
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perfect and incomparable? No one after him has been able to recreate 
the charms of his language—a language as coaxing as a tearful look, as 
lulling as the even back-and-forth of a rocking boat or a swinging ham¬ 
mock, whose languorously easeful movements persuade us that we hear 
the sweetest of breezes whispering all around us. 

No one since has achieved these Aeolian-harp sounds hanging like 
half-sighs in the air, which, softly plaintive, lose themselves in blissful 
pain. No one has dared venture to create anything like them, least of all 
those who were privy to Field’s own playing, or rtither, dreaming, when 
he would give himself up entirely to the inspiration of the moment. He 
did not restrict himself then to the notes he had earlier prescribed, but 
festooned his melodies anew with uninterrupted arabesques and 
garlands. Although he ever-resourcefully decorated them with new 
bouquets that fell on them like a rain of flowers, the melodies never 
disappeared beneath the ornaments, whose languorous billows and 
exquisitely graceful tracery veiled them but never covered them up. 
With what inexhaustible richness he varied the repetitions! With what 
rare felicity he could twist his thoughts, without ever losing their thread 
in the network of his fancies! 

If there is anything whose secret it would be vain to investigate 
(unless by a special favor Nature had confided it to our talent), it is the 
chaste grace of purity, the charm of a naive, innate ingenuity—qualities 
which one either possesses as Nature’s dowry or not at all. Field was en¬ 
dowed with them. They lent his creations a magic over which time can 
have no power. Their form will never grow old, for it accords perfectly 
with his feeling, which belongs not to the category of transitory, passing 
moods engendered by the moment, but to that pure exaltation which has 
a permanent hold over the heart of man. Unlike the beauties of Nature, 
and unlike those sweet moods which belong to the morning of one’s life, 
when the shining prisms of feeling are as yet unclouded by the shadows 
of reflection, these feelings endure; they are forever the same. So we 
may never dream of taking these works as a model, of patterning our own 
works after them. Without a wholly unique impulse their effects are 
unattainable. They cannot be found unless one seeks them not. Vain 
would be any attempt to analyze the charms of their spontaneity. 

In writing as in playing, in the one as in the other. Field was intent 
only on expressing his inner feelings for his own gratification. It would 
be impossible to imagine a more unabashed indifference to the public 
than his. He enchanted his public without knowing it or wishing it. His 
nearly immobile posture, his expressionless face did not attract notice. 
His glance did not rove. His playing flowed on, peaceful and limpid. His 
fingers glided over the keys and the sounds they evoked seemed to 
follow one another in a curling wake. Withal, it is not hard to see that he 
was his own chief audience. His calm was all but sleepy, and could be 
neither disturbed nor affected by thoughts of the impression his playing 
made on his hearers. No haste, no excess, whether in deportment, in 
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phrasing, or in tempo ever broke the melodious reverie that filled the at¬ 
mosphere with an exquisite aura that seemed to whisper love-drunk 
melodies, impressions of sweetest bliss, and delightful murmurs, mezza 
voce, all around us. 

Art was for him in itself sufficient reward for any sacrifice. Anything 
over and above that—positions he might be appointed to, the reputation 
that might surround him, the success and longevity of his composi¬ 
tion—all this did not concern him. Field sang for himself alone. To 
please himself was all he asked of music. But it is directly to this total 
disregard of anything that aims merely at effect that we owe the first at¬ 
tempts—and what perfect ones!—to infuse the piano with feelings and 
dreams and to free piano music from the constraints imposed until then 
by regular and “official” form on compositions of all kinds. Before him 
they all had of necessity to be cast as sonatas or rondos or some such. 
Field, contrariwise, introduced a genre that belonged to none of these 
existing categories, in which feeling and melody reigned supreme, and 
which moved freely, without the fetters and constraints of any precon¬ 
ceived form. He cleared the path for all those offspring which have since 
appeared sporting names like “Songs Without Words,” “Impromptu,” 
“Ballade,” and so on, and one can trace to him the origin of all such 
pieces, which seek to express intimate, subjective emotions. He was the 
discoverer of these realms; he opened up a field as new as it was propi¬ 
tious for subtle rather than grandiose imaginings, for delicate rather than 
lyric inspirations. 

The name “Nocturne” suits splendidly the pieces Field was inspired 
so to christen. For from their very first sounds we are immediately trans¬ 
ported to those hours when the soul, released from the day’s burdens, re¬ 
treats into itself and soars aloft to secret regions of star and sky. We see it 
here all airy and winged, hovering like Philomela of old in the scented 
air over the flowers, rapturously engulfed by Nature. 

L. Ramann (ed.), Gesamrnelte Schriften van Franz Liszt, IV (Leipzig, 1882), 263-68. Trans. 
R. T. 
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Glimpses of Chopin Composing, 
Playing the Piano 


An aura of mystery and of magic surrounded the highly reserved personality of 
Chopin in his own day, and that aura still surrounds him for us today. He_ rarel y 
performed in puhlm. and when he did, it was to a smalh„^£l£ct_au (jienceJBv all 
accounts his music cast a spell on his listeners. Romantic writers outdid them- 
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selves in the flowery language with which they described the effect. In one re¬ 
spect, the only one we can judge, they proved right: they all spoke of the in¬ 
tensely personal, spontaneous style of Chopin’s compositions. It is hard to 
imagine that his playing can have been any less so. Our first selection concerns 
his mode of composing, as observed by George Sand, the French authoress who 
shared her life with his for many years: 

Hi^^creation was spontan eous and miraculou s. He found i t without 
seekiiTg it, without toreseeing it It came oh his~ pia no sudde rrly, 
complete, sublime, or it sang in his hea^Tjurm g^u^l^arrd'he was impa- 
tient to play it to himself. But then began the most Keart-rendingdabor I 
ever saw. It was a series of efforts, of irresolutions, and of frettings to 
seize again certain details of the theme he had heard; what he had con¬ 
ceived as a whole he analyzed too much when wishing to write it, and 
his regret at not finding it again, in his opinion, clearly defined, threw 
him into a kind of despair. He shut himself up for whole days, weeping, 
walking, breaking his pens, repeating and altering a bar a hundred times, 
writing and erasing it as many times, and recommencing the next day 
with a minute and desperate perseverance. He spent six weeks over a 
single^pag e to write it at las t as he had not ed it down at the ve ry first. 

I had for a long time been able to make him consent to trustTtrthis 
first inspiration. But when he was no longer disposed to believe me, he 
reproached me gently with having spoiled him and with not being 
severe enough for him. I tried to amuse him, to take him out for walks; 
but it was not always possible to prevail upon him to leave that piano 
which was much oftener his torment than his joy, and by degrees he 
showed temper when I disturbed him. I dared not insist. Chopin when 
angry was alarming; and as, with me, he always restrained himself, he 
seemed almost to choke and die. 

Frederick Niecks, Frederick Chopin as a Man and Musician (London: Novello, 1902), II, 
132. 

Leaving aside the many overly “poetic” reviews that appeared in the course of 
Chopin’s career, let us hear what an unknown, but sober and perceptive London 
critic had to say after the second of two concerts given by Chopin in London 
towards the end of his life. (Although he speaks of a “numerous” audience, there 
were only about 200 people in attendance, at a nobleman’s house.) The review 
appeared on 10 July 1848 in the Daily News. 

There was a numerous and fashionable assembly, who were de¬ 
lighted with the entertainment provided for them. M[onsieur] Chopin 
performed an Andante sostenuto and a Scherzo from his Opus 31, a 
selection from his celebrated studies, a Nocturne and a Berceuse and 
several of his own Preludes, Mazurkas and Waltzes. In these various 
pieces he showed very strikingly his original genius as a composer and 
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his transcendental powers as a performer. His music is as strongly 
niaiked with individual character as that of any master who has ever 
lived. It is highly finished, new in its harmonies, full of contrapuntal skill 
and ingenious contrivance; and yet we have never heard music which 
has so much the air of unpremeditated effusion. The performer seems to 
abandon himself to the impulses of his fancy and feeling, to indulge in a 
reveiie and to pour out unconsciously, as it were, the thoughts and emo¬ 
tions that pass through his mind. 

He accomplishes enormous difficulties, but so quietly, so smoothly 
and with such constant delicacy and refinement that the listener is not 
sensible of their real magnitude. It is the exquisite delicacy, with the liq¬ 
uid mellowness of his tone, and the pearly roundness of his passages of 
rapid articulation which are the peculiar features of his execution, while 
his music is characterized by freedom of thought, varied expression and 
a kind of romantic melancholy which seems the natural mood of the ar¬ 
tist’s mind. 

Arthur Hedley, Chopin (London: J.M. Dent, 1947), 107. 


107 

Mendelssohn and Queen Victoria 


Buckingham Palace “cozy”? Mendelssohn was a marvelously acute observer, 
and while he used that word in fun, there is no mistaking the comfortable Ger¬ 
man middle-class atmosphere that prevailed at the Palace when the Queen was 
young and her adored husband, Prince Albert, set the tone. We have come a long 
way since the days when (as in Moliere’s Bourgeois gentilhomme) the middle 
class tried to ape the ways of the aristocracy. By the 1840s, bourgeois ideals 
emanated from the thrones of Europe. Indeed, the Victorian era might well be 
defined as the era in which middle-class ideals became officially enshrined. 
Mendelssohn, unlike so many of his fellow artists, did not openly rebel against 
those ideals; in fact his music accorded remarkably well with the tastes of the 
educated portion of his public, and this guilt by association no doubt contributed 
to the decline of his reputation in the years following his death. Bourgeois ideals 
no longer seem to trouble us today, and we are free to enjoy the many delicate 
and beautiful things Mendelssohn composed. The following is from a letter to 
his mother dated 19 July 1842. 

Buckingham Palace is the only friendly home in England, really cozy, 
one feels at one’s ease in it. Joking aside. Prince Albert had sent word 
asking me to go to him on Saturday at half past one, so that I might try out 
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his organ before I left; I found him quite alone, and just as we were in 
the middle of our conversation, in came the Queen, also quite alone, in 
her house dress. She had to leave for Claremont in an hour, she 
said—“but gracious me, how very untidy it is here!” she added, noticing 
that the wind had knocked over all the sheets, separately, from an un¬ 
bound music book onto the pedals of the organ (which forms a lovely 
adornment to the room) and into the corners. Saying this, she knelt down 
and began gathering them together; Prince Albert helped, and I did not 
lag behind. Then the Prince began to elucidate the stops for me, and 
meanwhile she said she would put things straight herself. But then I 
begged that the Prince would rather play for me first—I wished to boast 
about it in Germany, I said, and so he played me a chorale by heart, with 
the pedals, so nicely and purely and faultlessly that many an organist 
might well have profited from it, and the Queen, who had finished her 
task, sat near and listened, very pleased. I had to play next, and struck up 
the chorus from my St. Paul, “How Lovely are the Messengers.” Even 
before I had finished the first verse, they both chimed in with the chorus 
in good earnest, and now Prince Albert drew the stops for me ever so 
skillfully during the whole piece; first he added a flute, then at the forte 
the full organ, at the D major the whole register, then he made such an 
excellent diminuendo with the stops, and so on to the end of the piece, 
and all of this by heart, that I was really quite delighted with it and very 
happy. Then the Hereditary Prince of Gotha [Prince Albert’s older 
brother] came in and there was more conversation, and the Queen said, 
among other things, had I composed any new songs, and she enjoys sing¬ 
ing the printed ones very much. “You ought to sing one for him,” said 
Prince Albert. She had to be coaxed a bit at first, then she said she’d at¬ 
tempt the “Spring Song” in B-flat major. That is, if it was still here, 
because all the music had already been packed up for Glaremont. Prince 
Albert went to look for it, but came back: it had already been packed 
away. “Oh, perhaps one could unpack it again,” said I.—“We must send 
for Lady N. N.,” she said (I didn’t catch the name). The bell was rung, 
and the servants ran off, but came back embarrassed, and then the Queen 
went herself, and while she was out. Prince Albert said to me: “She begs 
you to accept this present too, as a keepsake,” and gave me a little case 
containing a lovely ring with V. R. 1842 engraved on it, and then the 
Queen came back and said, “Lady. .. has driven off and taken all my 
things along—I really think it is most improper!” (You cannot imagine 
how this amused me.) Then I said I hoped she wouldn’t make me suffer 
for the incident and would pick something else, and after a short consul¬ 
tation with her husband, he said, “She’ll sing you something by Gluck.” 
Meanwhile the Princess of Gotha had also come in, and so we five went 
through the corridors and rooms till we reached the Queen’s sitting 
room, where a massive rocking horse was standing next to the sofa, and 
two large bird cages, and pictures on the walls, and beautifully bound 
books on the tables, and music on the piano. The Duchess of Kent came 
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in, and while they were talking I rummaged a bit among the music books 
and found there my very first book of songs. So then I naturally asked her 
to choose something from that rather than the Gluck, and she did so very 
amiably, and what did she pick? “Lovelier and Lovelier” [composed by 
Mendelssohn’s sister, though published under his name], and sang it in 
a most charming manner, cleanly, in strict time, and with very nice 
expression; except that when it goes down to D, she hit D sharp both 
times, and since both times I gave her D, she took it right the last time, 
when it ought to have been D sharp, of course. But apart from this over¬ 
sight it was really most charming, and I’ve never heard an amateur sing 
the last long G better, and more purely and naturally. I then had to 
confess that Fanny had written the song (found it difficult, actually, but 
pride must have a fall) and asked her to sing me one of my very own too. 
If I would help her a great deal she’d be happy to, she said, and sang 
Leave Off Those Vain Regrets really quite faultlessly and with won¬ 
derfully pleasant feeling and expression. One ought not to pay too many 
compliments on such occasions, thought I to myself, and merely thanked 
her very much indeed; but when she said, “Oh, if only I had not been so 
frightened; I usually have quite a long breath,” I praised her thoroughly 
and with the best conscience in the world; for the passage with the long 
G, at the end, is exactly what she had done so well, and she had joined 
the next three notes to it all in the same breath, as you seldom hear it 
done, and so I was especially amused that she should have carried on 
about that. And now Prince Albert sang “There’s a Tailor,” and then he 
said I really ought to play them something else before I left and 
suggested as themes the chorale he had played on the organ and the 
“Tailor.” Had I played as usual, then I should have ended by improvis¬ 
ing quite dreadfully, since that is what happens to me nearly always 
when I try very hard to succeed; and then I should have been left with 
nothing but vexation at the end. But just as if it had been destined that I 
should keep a really pleasant, happy recollection, free of any annoyance, 
my improvisation came off exceptionally well; I was quite freshly dis¬ 
posed and played long and enjoyed it myself; needless to say, besides 
the two themes I also worked in the songs the Queen had sung; but it all 
went so naturally that I should have liked not to stop at all, and they 
followed me with so much sympathy and attentiveness that I felt in bet¬ 
ter spirits there than I ever have when improvising in public. Well, and 
then she said, “I hope you will visit us in England soon again,” and then 
I retired and saw the lovely chaises waiting below, with the scarlet out¬ 
riders, and a quarter of an hour later the Palace’s flag was lowered, and 
the papers said “Her Majesty left the Palace at 20 minutes past 3,” and I 
walked [home] through the rain. 

Piero Weiss (ed.), Letters of Composers Through Six Centuries (Philadelphia: Chilton 
Books, 1967), 268-70. 
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From the Writings of Wagner 


It is almost as difficult to select short, representative passages from Wagner’s vo¬ 
luminous writings as it is to do so from his massively conceived music dramas. 
The following two specimens, therefore, must be viewed as mere fragments from 
a body of writings too various and complex to be summarized in the space avail¬ 
able. The first, written in 1852, records the decisive step in Wagner’s musical de¬ 
velopment: his break with operatic tradition. It is, in part, an astonishingly pro¬ 
phetic declaration, since, though the words of The Ring of the Nibelung were 
completed, Wagner had not yet written a note of the music! 

With Rienzi, my intention was still only to write an “opera”; I sought 
out my materials to that end, and, concerned only with “operas,” I took 
them from finished poems, which had been fashioned, even as to their 
form, with artistic intent. With The Flying Dutchman I entered upon a 
new path, in that I myself grew to be the artificer of a material that lay 
before me only in its simple, unelaborated outline as a folk saga. From 
then on I was, in relation to all my dramatic works, first a poet; and only 
as I fully worked out the poem did I again become a musician. However, 
I was a poet conscious beforehand of the expressive capacity to work out 
his poems musically; I had exercised this capacity to the point where I 
was fully aware of my ability to use it for the realization of a poetic inten¬ 
tion; and not only could I rely with assurance on the aid of that capacity 
in drafting poetic sketches, but I could even, in that knowledge, shape 
the sketches in accordance with poetic necessity more freely than if I had 
shaped them expressly to be set to music. Before [I reached this stage] I 
had to master the skill of musical expression, much as one learns a lan¬ 
guage. But now I had thoroughly learnt the language of music; I had 
mastered it like a true mother tongue; and so I no longer needed to con¬ 
cern myself over formalities of expression in that which I had to set forth: 
[expression] stood at my command wholly as I required it, to com¬ 
municate a particular view or sensation from inner necessity. But that 
which is to be expressed in the language of music consists solely of emo¬ 
tions and sensations: [the language of music] expresses altogether, and 
in full measure, the emotional content of the elemental human language, 
independently of our word-language, which has become purely an infor¬ 
mational tool. That which, accordingly, remains inexpressible to abso¬ 
lute music is the precise identification of the emotion’s or sensation’s 
cause, through which they themselves attain greater definition; the nec¬ 
essary continuation and extension of the musical language’s range of 
expression consists, then, in acquiring also the capacity to indicate with 
recognizable precision the individual, the particular; and this it acquires 
only by being wedded to the word-language. But that union will only be 
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successfvil when the musical language is linked primarily with that 
which is congenial and related to it in the word-language; the bond must 
occur exactly at that point in the word-language where an irresistible 
urge towards the expression of tiue, sensuous emotion makes itself felt. 
From what has been said, the content of that which must be expressed 
by the word and tone poet becomes self-evident: it is the purely human, 
released from all convention. 

Since, from the above-mentioned turning point in the direction of my 
art, I have been guided once and for all by my [poetic] material, 
specifically by material perceived through music’s eye, I could not, in 
shaping it, proceed otherwise than by gradually and totally abolishing, of 
necessity, the operatic form I had inherited. This operatic form had 
never in itself been a definite form embracing the whole of the drama, 
but rather only an arbitrary conglomeration of single, shorter vocal forms 
which, in their quite accidental arrangement as arias, duets, trios, etc. 
with choruses and so-called ensemble pieces, actually went to make up 
the substance of operatic form. In the poetic organization of my materi¬ 
als, I could not possibly any longer be concerned with filling up these 
ready-made forms, but only, and exclusively, with the emotionally-un¬ 
derstood presentation of the drama’s subject taken as a whole. In the en¬ 
tire course of the drama I saw no possibility of divisions or distinctions 
other than the acts, in which the place or the time, or the scenes, in 
which the characters themselves change. 

As I drafted my scenes, I was not in the least constrained, by the na¬ 
ture of the material thus conceived, to have a care for any particvdar 
musical form in advance, for the scenes themselves dictated the 
musical working out as intrinsic and necessary to them. With my ever- 
increasing sureness of perception in this regard, I could no longer even 
conceive of interrupting and inhibiting the spontaneous musical form 
emerging necessarily from the very nature of the scenes with arbitrary 
external accretions, with the violent implanting of conventional operat¬ 
ic vocal forms. And so, I emphatically did not set out to destroy meth¬ 
odically—say, as a scheming modifier of forms—the aria, duet, or any 
other operatic form; instead, the omission of that form resulted qxiite 
spontaneously from the nature of the material. 

Richard Wagner, Drei Operndiclitungen nebst einer Mittlieilung an seine Freunde (Leip¬ 
zig, 1852), 143-52. Trans. P. W. 

The following program note on the Prelude to Tristan and Isolde was first 
published among Wagner’s posthumous writings. It was written about 1860. 

An old, primeval love poem, imperishably reborn in ever-new forms 
and repeated in the poetry of all the languages of medieval Europe, 
tells us of Tristan and Isolde. For his king the trusty vassal had wooed a 
maid he dared not tell himself he loved, Isolde; as his master’s bride 
she followed him, powerless to do otherwise than to follow the suitor. 
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Tristan und Isolde: The End of Act I. “The curtains are thrown wide apart; 
the whole ship is crowded with knights and sailors who joyfully wave sig¬ 
nals to the shore, which is now seen close at hand, crowned with a castle. 
Tristan and Isolde remain lost in contemplation of each other, without notic¬ 
ing what is going on about them.” Contemporary illustration, on the occasion 
of the first performance. {Illustrirte Zeitnng, Vol. XLV [1865].) 


The goddess of love, jealous of her suppressed rights, avenged herself: 
the love potion intended by the prudent mother for the partners in this 
marriage contracted (as was then the custom) for purely political 
reasons, the goddess foists on the youthful pair by means of an imagina¬ 
tive oversight; suddenly aflame, they must confess they belong only to 
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each other. No end, now, to the yearning, the desire, the bliss, the suf¬ 
fering of love: world, power, fame, splendor, honor, knighthood, loyalty, 
friendship—all scattered like an empty dream; one thing alone still 
living: yearning, yearning, unquenchable, ever-regenerated long¬ 
ing—languishing, thirsting; the only redemption—death, extinction, 
eternal sleep! 

The musician who chose this theme as introduction to his love 
drama, feeling himself in the presence of the essential, boundless ele¬ 
ment of music, could have only one concern: how to limit himself, 
since the theme is inexhaustible. And so he let the insatiable longing 
well up one time only, but in a long-drawn-out progression, from timid 
avowal, gentlest attraction, through hesitant sighs, hopes and fears, 
laments and wishes, joys and torments, up to the mightiest compulsion, 
the most powerful effort to discover a breach, opening for the heart the 
way to the sea of endless rapturous love. In vain! Its power spent, the 
heart sinks back to pine of its desire—unfulfilled desire, since fulfill¬ 
ment only sows the seed of fresh desire; till to the faltering eye, in ut¬ 
most exhaustion, there dawns a glimmer of the most rapturous fulfill¬ 
ment: it is the rapture of dying, of being no more, of ultimate release 
into that wondrous realm from which we stray the furthest when we 
strive to penetrate it by the most impetuous force. Shall we call it 
death? Or is it not night’s wonder-world, out of which, as the saga tells 
us, an ivy and a vine sprang up in locked embrace over Tristan’s and 
Isolde’s grave? 

Richard Wagner, Nachgelassene Scliriften und Dichtungen (Leipzig, 189.5), 163-64. 
Trans. P. W. 
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Practically every nineteenth-century composer, of whatever aesthetic per¬ 
suasion, saw Beethoven as his spiritual as well as musical preceptor, and the 
Ninth Symphony, in particular, cast a long shadow over the music of the entire 
century. Specific musical resonances from the Ninth crop up time and again in 
symphonies by Schubert, Brahms, Franck, Bruckner, Mahler, and many others. 
But the work’s significance was profounder yet, fundamentally affecting the most 
basic aesthetic tenets of many of the century’s greatest musicians. Most conspic¬ 
uous among them was Wagner. In this famous passage from his tract The Art 
Work of the Future {Das Kunstwerk der Zukunft [1849]), Wagner practically 
recreated Beethoven in his own image, casting the Master (as he always called 
him) in the role of forerunner to his own ideals of the union of all artistic media 
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in a transcendent amalgam (the music drama). The Ninth Symphony, for 
Wagner, was an irrevocable step along that path. It sounded the death knell of 
“pure music, ” and finished off the symphony as a viable independent genre. 
Along the way, Wagner offers memorable characterizations of the symphonies, 
beginning witb the Fifth, in which Beethoven led up to his momentous break 
with the past. His description of the Seventh as the “Apotheosis of Dance,” in 
particular, has “stuck.” Of course, not everyone shared Wagner’s radical view of 
Beethoven’s achievement. It was in fact famously controversial (see Hanslick 
on Brahms below, p. 402). Nor has Wagner’s prose won him many friends. 
Heavily indebted to the style of the German Idealist philosophers (mainly 
Hegel and Schopenhauer) who provided him with his ideological base, it is 
convoluted, inflated, occasionally stilted and archaic. But it is nonetheless at 
the same time impassioned and apocalyptic, and strives for an effect similar to 
the one Wagner sought to make in his music, too. 

What inimitable art did Beethoven employ in his “C-minor Sym¬ 
phony,” in order to steer his ship from the ocean of infinite yearning to 
the haven of fulfillment! He was able to raise the utterance of his music 
almost to a moral resolve, but not to speak aloud that final word; and 
after every onset of the will, without a moral handhold, we feel tor¬ 
mented by the equal possibility of falling back again to suffering, as of 
being led to lasting victory. Nay, this falling-back must almost seem to us 
more “necessary” than the morally ungrounded triumph, which there¬ 
fore—not being a necessary consummation, but a mere arbitrary gift of 
grace—has not the power to lift us up and yield to us that “ethical” satis¬ 
faction which we demand as outcome of the yearning of the heart. 

Who felt more uncontented with this victory than Beethoven him¬ 
self? Was he lief to win a second of the sort? ’Twas well enough for the 
brainless herd of imitators, who from glorious “major”-jubilation, after 
vanquished “minor”-tribulation, prepared themselves unceasing 
triumphs—but not for the Master, who was called to write upon his 
works the loorld history of music. 

With reverent awe, he shunned to cast himself afresh into that sea of 
boundless and insatiate yearning. He turned his steps toward the blithe¬ 
some, life-glad men he spied encamped on breezy meads, along the out- 
skirt of some fragrant wood beneath the sunny heaven; kissing, dancing, 
frolicking. There in shadow of the trees, amid the rustling of the leaves, 
beside the tender gossip of the brook, he made a happy pact with Nature; 
there he felt that he was man, felt all his yearning thrust back deep into 
his breast before the sovereignty of sweet and blissful manifestation. So 
thankful was he toward this manifestation that, faithfully and in frank hu¬ 
mility, he superscribed the separate portions of the tone work, which he 
built from this idyllic mood [that is, the Sixth Symphony], with the 
names of those life pictures whose contemplation had aroused it in him: 
“Reminiscences of Country Life” he called the whole. 

But in very deed they were only “Reminiscences”—pictures, and not 
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the direct and physical actuality. Toward this actuality he was impelled 
with all the force of the artist’s inexpugnable yearning. To give his tone 
shapes that same compactness, that directly cognizable and physically 
sure stability, which he had witnessed with such blessed solace in Na¬ 
ture s own phenomena—this was the soul of the joyous impulse which 
created for us that glorious work the “Symphony in A major” [i.e., the 
Seventh]. All tumult, all yearning and storming of the heart become here 
the blissful insolence of joy, which snatches us away with bacchanalian 
might and bears us through the roomy space of Nature, through all the 
streams and seas of life, shouting in glad self-consciousness as we tread 
throughout the universe the daring measures of this human sphere- 
dance. This symphony is the Apotheosis of Dance herself: it is Dance in 
her highest aspect, as it were the loftiest deed of bodily motion incorpo¬ 
rated in an ideal mold of tone. Melody and Harmony unite around the 
sturdy bones of Rhythm to firm and fleshy human shapes, which now 
with giant limbs’ agility, and now with soft, elastic pliance, almost 
before oar very eyes, close up the supple, teeming ranks; the while now 
gently, now with daring, now serious, now wanton, now pensive, and 
again exulting, the deathless strain sounds forth and forth; until, in the 
last whirl of delight, a kiss of triumph seals the last embrace. 

And yet these happy dancers where merely shadowed forth in tones, 
mere sounds that imitated men! Like a second Prometheus who fash¬ 
ioned men of clay (Thoii), Beethoven had sought to fashion them in 
sound (Ton). Yet not from Thon or Ton, but from both substances 
together, must man, the image of life-giving Zeus, be made. Were 
Prometheus’s moldings only offered to the eye, so were those of 
Beethoven only offered to the ear. But only where eye and ear confirm 
each other’s .sentience of him, is the whole artistic man at hand. 

But where could Beethoven find those men, to whom to stretch out 
hands across the element of his music? Those men with hearts so broad 
that he could pour into them the mighty torrent of his harmonic tones? 
With frames so stoutly fair that his melodic rhythms should bear them 
and not crash them? —Alas, from nowhere came to him the brotherly 
Prometheus who could show to him these men! He needs must gird his 
loins about, and start to find oat for himself the country of the manhood 
of the f attire. 

From the shore of dance he cast himself once more upon that endless 
sea, from which he had erstwhile found a refuge on this shore; the sea of 
unallayable heart-yearning. But ’twas in a stoutly built and giant-bolted 
ship that he embarked upon the stormy voyage; with firm-clenched fist 
he grasped the mighty helm: he knew the journey’s goal, and was deter¬ 
mined to attain it. No imaginary triumphs would he prepare himself, nor 
after boldly overcome privations tack back once more to the lazy haven 
of his home; for he desired to measure out the ocean’s bounds, and find 
the land which needs must lie beyond the waste of waters. 

Thus did the Master urge his course through unheard-of possibilities 
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of absolute tone-speech—not by fleetly slipping past them, but by speak¬ 
ing out their utmost syllable from the deepest chambers of his heart— 
forward to where the mariner begins to sound the sea depth with his 
plumb; where, above the broadly stretched-forth shingles of the new 
continent, he touches on the heightening crests of solid ground; where 
he has now to decide him whetlier he shall face about toward the bot¬ 
tomless ocean, or cast his anchor on the new-found shore. But it was no 
madcap love of sea adventure, that had spuned the Master to so far a 
journey; with might and main he willed to land on this new world, for 
it alone had he set sail. Staunchly he threw his anchor out; and this 
anchor was the word. Yet tliis word was not that arbitrary and senseless 
cud which the modish singer chews from side to side, as the gristle of his 
vocal tone; but the necessary, all-powerful, and all-uniting word into 
which the full torrent of the heart’s emotions may pour its stream; the 
steadfast haven for the restless wanderer; the light that lightens up the 
night of endless yearning: the word that the redeemed world-man cries 
out aloud from the fullness of the world-heart. This was the word which 
Beethoven set as crown upon the forehead of his tone creation; and this 
word was— “Freude!” (Bejoice!) With this word he cries to men: “Breast 
to breast, ye mortal millions! This one kiss to all the world!” —And this 
word will be the language of the artwork of the future. 

The last symphony of Beethoven is the redemption of Music from out 
her own peculiar element into the realm of universal art. It is the human 
evangel of the art of the future. Beyond it no forward step is possible; for 
upon it the perfect artwork of the future alone can follow, the universal 
drama to which Beethoven has forged for us the key. 

Richard Wagner's Prose Works, trans. William Ashton Ellis, I (London, 1895), 123-26. 
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The "^"^Music of the Future” Controversy 


“Music of the future,” “musicians of the future” were derisory epithets applied 
by one of the contending sides against the other in the lengthy, confused debate 
that raged in German musical circles through most of the latter part of the nine¬ 
teenth century. The assumption by Liszt, Wagner, and their adherents that theirs 
was the only true way, that the mantle of Beethoven had fallen on their 
shoulders, and so forth, understandably provoked considerable indignation on 
the part of those who were not prepared to become converts to the new religion. 
The harnessing of music to specific ideas outside itself was the main bone of con¬ 
tention on the ideological front; though it is safe to assume that there would have 
been no debate if the ideas to which music was harnessed by the “musicians of 
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the future” had been less provocative and if the music itself had been conven¬ 
tional, which it decidedly was not. Berlioz’s Stjmphonie fantastique (see above, 
p. 353) is a case in point. Adverse reaction to its program was immediate, and ex¬ 
tended even to some who, like Schumann, were farsighted enough to appreciate 
the music. After summarizing Berlioz’s program in an otherwise laudatory notice 
in the Neue Zeitschrift fur Musik in 1835, Schumann wrote: 

Thus the program. All Germany is happy to let him keep it: such sign¬ 
posts always have something unworthy and charlatan-like about them! 
In any event the five titles would have been enough; word of mouth 
would have served to hand down the more cixcumstantial account, 
which would certainly arouse interest because of the personality of the 
composer who lived through the events of the symphony himself. In a 
word, the German, with his delicacy of feeling and his aversion to per¬ 
sonal revelation, dislikes having his thoughts so rudely directed; he was 
already offended that Beethoven should not trust him to divine the sense 
of the Pastoral Symphony without assistance. Men experience a certain 
timidity before the genius’s workshop: they prefer to know nothing 
about the origins, tools, and secrets of creation, just as Nature herself 
reveals a certain sensitivity when she covers over her roots with earth. 
So let the artist lock himself up with his woes; we should experience too 
many horrors if we could witness the birth of every work of art! 

But Berlioz was writing primarily for his French compatriots, who are 
not greatly impressed by refinements of modesty. I can imagine them, 
leaflet in hand, reading and applauding their countryman who has 
depicted it all so well; the music by itself does not interest them. 

Whether a listener unfamiliar with the composer’s intent would find 
that the music suggested pictures similar to those he wished to draw, I 
cannot tell, since I read the program before hearing the music. Once the 
eye has been led to a given point, the ear no longer judges indepen¬ 
dently. But if you ask whether music can really do what Berlioz demands 
of it in his symphony, then try to associate with it different contrasting 
images. 

At first the program spoiled my own enjoyment, my freedom of imagi¬ 
nation. But as it receded more and more into the background and my 
own fancy began to work, I found not only that it was all indeed there, 
but what is more, that it was almost always embodied in warm, living 
sound. 

Hector Berlioz, Fantastic Symphony, ed. Edward T. Cone (New York: W. W. Norton & 
Co., Inc., 1971), 246-47. 

In 1848 Liszt entered the field of orchestral composition with a long series of 
programmatic “tone poems” and two full-length program symphonies. Wagner, 
meanwhile, was outlining the “artwork of the future” in which music would 
cease to have an independent existence and merge, instead, with drama and the 
other arts. It seemed to many that the integrity of music was being endangered 
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by Liszt, Wagner, and their militant supporters. Eduard Hanslick (see p. 402), 
an influential newspaper critic in Vienna and later a friend and staunch support¬ 
er of Brahms, published a much-discussed booklet, On the Beautiful in Music 
(1854), which became the breviary of the opposition party. Defining music as 
“sound-enlivened form,'’ Hanslick denied it the power of expression; insofar as 
it attempts to transcend its limits, he argued, it ceases to be music. Thus the bat¬ 
tle lines were drawn—between “program music" and “absolute music," be¬ 
tween the “music drama" and the opera. On the emotional level, the opposition 
regarded the “musicians of the future" as artistically indecent, while the latter 
regarded their opponents as, at best, desiccated academics. Very little of perma¬ 
nent value can be expected from writings engendered in such heated circum¬ 
stances. We might note, however, that the use of programs did enable musicians 
like Wagner and Liszt to expand significantly the time scale of their music by 
synchronizing their compositions to the unfolding of a drama or a narrative. 
Something of the sort is expressed by Liszt (or perhaps the Princess Wittgen¬ 
stein, who did much of his writing for him) in an otherwise impossibly wordy ar¬ 
ticle on Berlioz's programmatic symphony Harold in Italy. 

The purely musical composer, who only values and emphasizes the 
formal working-out of his material, does not have the capacity to derive 
new formulations from it or to breathe new vigor into it. For he is not im¬ 
pelled by a spiritual necessity to discover new means, he is not driven 
and compelled by a glowing passion that demands to break out into the 
light of day! It is for this reason, too, that those who make use of form 
solely as a means of expression, as a language whieh they shape aecord- 
ing to the requii'ements of ideas to be expressed are peculiarly qualified 
to enrich it, enlarge it, and make it pliant. The formalists, on the other 
hand, can do nothing better or cleverer than to adopt, propagate, rear¬ 
range, and perhaps work over the others’ hard-won achievements. 

The program’s function is merely to indicate in a preparatory way the 
states of mind that impelled the composer to create his work, the 
thoughts he tried to embody in it. It is childishly useless, indeed for the 
most part quite wrong, to draw up programs after the event and to 
presume to explain the emotional content of an instrumental poem, for in 
this case words can only destroy the magic, profane the emotions, tear up 
the gossamer spiritual webs that took on this form, and not another. But 
then again, a master is the master of his own work and may well have 
created it under the influence of specific impressions, which he may 
then wish to bring to the listener’s full awareness. 

All in all, the pure symphonist takes his listeners with him into ideal 
regions, which he leaves to one’s own imagination to penetrate and 
adorn. In such cases it is very dangerous for us to regale our neighbor 
with the scenes and ti ains of thought to which our imagination draws us. 
Let, rather, each person silently rejoice in revelations and visions that 
have no names, no designation. But the poet-symphonist, who takes it 
upon himself to convey clearly an image distinctly perceived in his own 
mind, a succession of feelings unambiguously and definitely present in 
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his consciousness—why, pray, should he not strive to be fully under¬ 
stood by the aid of a program?! 

In so-called Classical music, the recurrence and thematic develop¬ 
ment of themes are determined by formal rules that are looked upon as 
irrevocable, even though its composers never had other guidelines than 
their own imagination and themselves hit upon those formal patterns 
which are now propounded as law. In program music, on the other hand, 
the recurrence, alternation, transformation, and modulation of motifs are 
determined by their relationship to a poetic conception. Here one theme 
does not elicit another in accordance with formal requirements, here the 
motifs are not a result of stereotyped juxtapositions or contrasts of 
timbres, and the coloring as such does not determine the grouping of 
ideas. All exclusively musical considerations, though by no means ig¬ 
nored, are subordinated to the incidents of the given subject. According¬ 
ly, the incidents and subject of this symphonic genre require an interest 
that transcends the technical treatment of the musical material, and inde¬ 
terminate spiritual impressions are elevated to specific impressions by 
means of an explicit outline, which the ear apprehends much as the eye 
takes in a cycle of paintings. The artist who favors this type of artwork 
enjoys the advantage of being able to link all the affections (which the 
orchestra can express so powerfully) to a poetic model. 

L. Ramann (ed.), Gesammelte Schriften von Franz Liszt, IV (Leipzig, 1882), 49-50, 69. 
Trans. PW. 


Schumann’s periodical, the Neue Zeitschrift fur Musik, had now passed into the 
hands of a partisan of the “musicians of the future,” Franz Brendel, who played a 
considerable role in tidying up his faction’s battle formation. He organized a 
grand convention of musicians at Leipzig on June 1—4, 1859, to celebrate the 
twenty-fifth anniversary of the periodical’s founding; from this gathering (at 
which Liszt and his retinue of supporters figured prominently) evolved the Ger¬ 
man Musical Society (Allgemeiner Deutscher Musikverein), which for many 
years furthered the interests of the “music of the future.” Interestingly enough, 
in his inaugural address to that convention, Brendel attempted to dispose of the 
unwelcome epithet once and for all: 

In this connection, an apparently ineonsequential matter, the term 
“Musie of the Future,” beeomes important. To be sure, the term is fairly 
neutral in itself; but it gains in importanee in that it is made a partij 
slogan. I would, therefore, propose and move that this name be dropped. 
You are aware that the term is in itself nonsensieal—indeed, I have dealt 
with the subjeet in our periodieal. Wagner ealled the union of the arts the 
“Artwork of the Future.” By this he means a fusion of the arts, in whieh 
eaeh art gives up a part of its independenee in order to be dissolved into 
a greater whole. Eaeh single art, eonsequently, eeases to be independent 
in this sense. But those who speak of “Musie of the Future” make a 
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specialty, music, independent again, contradicting the underlying con¬ 
cept—in other words, effecting the opposite of what was intended. 

But this is only the first half of my motion. The other part is, to set up 
a new name for the one we have dropped. 

I therefore take the liberty of suggesting a new name, while begging 
you to examine it and, should it meet with your approval, adopt it. The 
name I propose is: Neo-German School, or New German School. Perhaps 
you will be surprised by such a name,' since it must be understood to 
include two non-German masters [i.e., Berlioz and Liszt]. Yet permit me 
a few remarks in order to dispel any bewilderment. There is no need to 
waste words over the aptness of the name I propose in the case of one 
member of the triumvirate that represents the Music of the Future—R. 
Wagner. It was he, after all, who, on the traces of Beethoven, Weber, and 
some few others, for the first time realized most splendidly the ideal of a 
purely German opera, as against the Italian-French-German trend 
represented by Gluck, Mozart, and others. The matter becomes more 
complex if we are to include the two foreign masters under this denomi¬ 
nation. To be sure, it is common knowledge that they, too, took 
Beethoven as their point of departure and so are German as to their ori¬ 
gins. [Berlioz, though thus adopted, maintained his lonely indepen¬ 
dence; indeed in I860 he published his position on the “music of the fu¬ 
ture”: “non credo”!] 

The birthplace cannot be considered decisive in matters of the spirit. 
The two artists would never have become what they are today had they 
not from the first drawn nourishment from the German spirit and grown 
strong with it. Therefore, too, Germany must of necessity be the true 
homeland of their works, and it is in this sense that I suggested the de¬ 
nomination Neo-German School for the entire post-Beethoven develop¬ 
ment. We thus gain both in clarity as to grouping and in simplicity and 
meaningfulness as to the name. Protestant church music up to and 
including Bach and Handel has long been known as the Old German 
School. The Italian-influenced epoch of the Viennese masters is the 
period of Classicism, of the equal supremacy of idealism and realism. 
Beethoven once more clasps hands with the specifically Germanic North 
and inaugurates the Neo-German School. 

Neue Zeitschrift fiir Miisik, L (1859), 271 — 72. Trans. P. W. 

Drivel of this sort was to Brahms as a red rag is to a bull. He despised the 
publicists of the Lisztian party, and the terms he used in describing Liszt's music 
(in private correspondence) are too coarse even for a late-twentieth-century book 
such as this. For the first and only time in his life he entered the world of public 
debate, instigating a solemn declaration that he and his friend Joseph Joachim, 
the great violinist, circulated privately in an attempt to gather an impressive 
number of signatures among musicians opposed to Liszt and Brendel. Unfortu¬ 
nately, someone slipped the text to a Berlin newspaper before it was ready for 
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publication, with the result that it appeared over the signatures of only Brahms, 
Joachim, and two others, who were promptly made the objects of ridicule by 
their opponents. Alter this, Brahms again confined his remarks to private conver¬ 
sation and correspondence. Here is the text of the unfortunate declaration, and 
with this we take leave of the great debate: 

The undersigned have for long past followed with regret the activi¬ 
ties of a certain party whose organ is Brendel’s Zeitschrift fur Musik. 

The said periodical constantly disseminates the opinion that 
seriously striving musicians are fundamentally in accord with the ten¬ 
dencies it champions and recognize the compositions of the leaders of 
this movement as works of artistic value; and that, in general, and es¬ 
pecially in North Germany, the controversy for and against the so-called 
“Music of the Future” has already been fought out, and settled in its 
favor. 

The undersigned consider it their duty to protest against such a dis¬ 
tortion of the facts, and declare that, so far as they themselves are con¬ 
cerned, they do not recognize the principles which find expression in 
Brendel’s Zeitschrift, and can only deplore or condemn as contrary to 
the most fundamental essence of music the productions of the leaders 
and disciples of the so-called “Neo-German” School, some of whom put 
these principles into practice, while others keep tiying to impose the es¬ 
tablishment of more and more novel and preposterous theories. 

JOHANNES BRAHMS. JOSEPH JOACHIM. JULIUS OTTO GRIMM. 

BERNHARD SCHOLZ. 

Walter Niemann, Brahms, trans. C. A. Phillips (New York; Tudor Publishing Co., 1929), 
77-78. 


Ill 

P. T. Barnum Brings the 
Swedish Nightingale to America 


Jenny Lind (1820-87), the great Swedish soprano, was famous not only for her 
lovely voice but for her sincere artistry and personality, which won her the 
friendship and respect of such composers as Mendelssohn and Schumann. 
Phineas T. Barnum (1810-91), founder of “The Greatest Show on Earth” and 
promoter extraordinary, was a genius in his own right. His management of Jenny 
Lind’s American tour in 1850-51, while comical in many ways (and Berlioz sat¬ 
irized it mercilessly in his Evenings with the Orchestra), is nevertheless signifi- 
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cant historically, because it points dramatically to the new, audience-oriented 
economics of music in which the star performer, rather than the composer, reaps 
the greatest rewards. The extract is taken from Barnum’s autobiography. 

It was in October 1849, that I conceived the idea of bringing Jenny 
Lind to this country. I had never heard her sing, inasmuch as she arrived 
in London a few weeks after I left that city with General Tom Thumb 
[the famous midget]. Her reputation, however, was sufficient for me. 

Reflecting that very much would depend upon the manner in which 
she should be brought before the public, I saw that my task would be an 
exceedingly arduous one. “The public” is a very strange animal, and al¬ 
though a good knowledge of human nature will generally lead a caterer 
of amusements to hit the people, they are fickle, and ofttimes perverse. 
But I had marked the “divine Jenny” as a sure card. 

I was at my Museum in Philadelphia when [my agent telegraphed] 
that he had signed an engagement with Jenny Lind, by which she was to 
commence her concerts in America in the following September. 

The next morning I started for New York. On arriving at Princeton we 
met the New York cars, and purchasing the morning papers, I was 
surprised to find in them a full account of my engagement with Jenny 
Lind. Anxious to learn how this communication would strike the public 
mind, I informed the conductoi', whom I well knew, that I had made an 
engagement with Jenny Lind, and that she would surely visit this 
country in the following August. 

“Jenny Lind! Is she a dancer?” asked the conductor. 

I informed him who and what she was, but his question chilled me as 
if his words were ice. Really, thought I, if this is all that a man in the ca¬ 
pacity of a railroad conductor between Philadelphia and New York 
knows of the greatest songstress in the world, I am not sure that six 
months will be too long a time for me to occupy in enlightening the 
public in regard to her merits. 

I then began to prepare the public mind, through the newspapers, for 
the reception of the great songstress. How effectually this was done, is 
still within the remembrance of the American public. 

A few minutes before twelve o’clock, on Sunday morning [1 Sep¬ 
tember 1850], the [steamship] Atlantic hove in sight. 

Thousands of persons covered the shipping and piers [of New York 
harbor], and other thousands had congregated on the wharf at Canal 
Street, to see her. The wildest enthusiasm prevailed as the steamer 
approached the dock. So great was the rush on a sloop near the steamer’s 
berth, that one man, in his zeal to obtain a good view, accidentally 
tumbled overboard, amid the shouts of those near him. Miss Lind wit¬ 
nessed this incident, and was much alarmed. He was, however, soon 
rescued, after taking to himself a cold duck instead of securing a view of 
the Nightingale. A bower of green trees, decorated with beautiful flags, 
was discovered on the wharf, together with two triumphal arches, on one 
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of which was inscribed, “Welcome, Jenny Lind!” The seeond was sur¬ 
mounted by the Ameriean eagle, and bore the inscription, “Welcome to 
Ameriea! These deeorations were not produeed by magic, and I do not 
know that I can reasonably find fault with those who suspeeted I had a 
hand in their ereetion. My private earriage was in waiting, and Jenny 
Lind was eseorted to it by Captain West. The rest of the musieal party 
entered the earriage, and mounting the box at the driver’s side, I 
direeted him to the Irving House. I took that seat as a legitimate adver¬ 
tisement, and my presenee on the outside of the earriage aided those 
who filled the windows and sidewalks along the whole route, in eoming 
to the eonelusion that Jenny Lind had arrived. 

A referenee to the journals of that day will show, that never before 
had there been sueh enthusiasm in the City of New York, or indeed in 
Ameriea. Within ten minutes after our arrival at the Irving House, not 
less than twenty thousand persons had eongregated around the entranee 
in Broadway, nor was the number diminished before nine o’eloek in the 
evening. 

At twelve o’eloek that night, she was serenaded by the New York 
Musieal Fund Soeiety, numbering, on that oeeasion, two hundred 
musieians. They were eseorted to the living House by about three 
hundred firemen, in their red shirts, bearing torehes. There was a far 
greater throng in the streets than there was even during the day. The 
calls for Jenny Lind were so vehement that I led her through a window 
to the baleony. The loud eheers from the erowds lasted for several 
minutes, before the serenade was permitted to proeeed again. 

I have given the merest sketeh of but a portion of the incidents of 
Jenny Lind’s first day in America. For weeks afterwards the excitement 
was unabated. Songs, quadrilles and polkas were dedicated to her, and 
poets sung in her praise. We had Jenny Lind gloves, Jenny Lind bon¬ 
nets, Jenny Lind riding hats, Jenny Lind shawls, mantillas, robes, chairs, 
sofas, pianos—in fact, every thing was Jenny Lind. Her movements were 
constantly watched, and the moment her carriage appeared at the door, it 
was surrounded by multitudes, eager to catch a glimpse of the Swedish 
Nightingale. 

My arrangements of the concert room were very complete. In order to 
prevent confusion, the doors [of Castle Carden] were opened at five 
o’clock, while the concert did not commence until eight. The con¬ 
sequence was, that although about five thousand persons were present at 
the first concert, their entrance was marked with as much order and quiet 
as was ever witnessed in the assembling of a congregation at church. 

The reception of Jenny Lind on her first appearance, in point of en¬ 
thusiasm, was probably never before equalled in the world. As Mr. 
[Julius] Benedict [the composer and conductor] led her towards the 
foot-lights, the entire audience rose to their feet and welcomed her with 
three cheers, accompanied by the waving of thousands of hats and 
handkerehiefs. This was by far the largest audience to which Jenny Lind 


388 


The Later Nineteenth Century 


had ever sung. She was evidently much agitated, but the orchestra com¬ 
menced, and before she had sung a dozen notes of “Casta Diva [from 
Bellini’s opera Norma], she began to recover her self-possession, and 
long before the scena was concluded, she was as calm as if she was in her 
own drawing-room. Towards the last portion of the cavatina, the audi¬ 
ence were so completely carried away by their feelings, that the 
remainder of the air was drowned in a perfect tempest of acclamation. 
Enthusiasm had been wrought to its highest pitch, but the musical 
powers of Jenny Lind exceeded all the brilliant anticipations which had 
been formed, and her triumph was complete. At the conclusion of the 
concert Jenny Lind was loudly called for, and was obliged to appear 
three times before the audience could be satisfied. They then called vo¬ 
ciferously for “Barnum,” and I reluctantly [!] responded to their de¬ 
mand. 

P. T. Barnum, Struggles and Triumphs; or, Forty Years" Recollections (Buffalo, 1873), 
271-99, passim. 
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Smetana and the Czech National Style 


Bedfich Smetana, the eomposer of the symphonic cycle My Country, the folk 
opera The Bartered Bride, and many other works that incorporate the spirit of 
Czech folk music, arrived only gradually at a consciousness of his Czech identity 
and mission. If one is to believe the following reminiscence, recorded by V. J. 
Novotny (a composer and writer), the decisive moment occurred during a visit of 
Smetana to Liszt in 1857. 

I can see him now, eyes flashing as he told us how the idea of creating 
an independent Czech musical style began to mature in him for the first 
time. 

It was in Weimar. The celebrated master Liszt had come to know 
Smetana from twelve character pieees for the piano which had then ap¬ 
peared in Leipzig. He eonceived a great liking for our modest artist and 
invited him to come to Weimar, where he [Liszt] lived like a King of 
Music amid a select circle of artists from all parts of the world. Naturally, 
in sueh a heterogeneous circle of musical brains much wrangling went 
on about the most varied questions, directly or indirectly connected with 
art. 

One of these musical disputes was to have a decisive influence on 
Smetana’s entire further musical creation. 
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In the Weimar music circle of that time there was, apart from Sme¬ 
tana, the well-known Viennese composer Herbeck, who was a confirmed 
enemy of everything Czech. They fell to discussing what various nations 
had done in the great sphere of music, and Herbeck began, pointedly 
and maliciously, to attack the honor of the Czech nation. “What have you 
achieved up to now,” he scoffed, turning to Smetana. “All that Bohemia 
can bring forth is fiddlers, mere performing musicians who can brag only 
of their perfection in craftsmanship, in the purely mechanical side of 
music, whereas on the real artist’s path of truth and beauty your creative 
stiength dwindles; indeed hitherto you have not done anything for the 
development and progress of musical art, for you have not a single com¬ 
position to show which is so purely Czech as to adom and enrich Euro¬ 
pean music literature by virtue of its characteristic originality.” 

These words seared Smetana’s soul like a shaft of lightning, for in this 
accusation directed against our musical art at the beginning of our centu¬ 
ry there was, unhappily, more than a grain of truth. It is generally known 
that our country has always supplied all military bands and theater 
orchestras with musicians, who as mere musicians had always occupied 
a menial position in relation to those creative spirits whose compositions 
they performed. They greatly predominated over the small number of 
composers endowed with the creative spirit who, born in the Czech 
lands, strayed abroad and there, as time went on, became absolutely es¬ 
tranged from the Czech spirit; as mere followers of outstanding masters 
of differing schools, they could not, of course, contribute to new develop¬ 
ments in music, nor to any reform in a Czech sense—indeed they did not 
wish to, since at that time their national awareness had not yet been 
awakened. Music was still cosmopolitan. The classics and, after them, 
the romantics held unlimited sway over all educated nations. Modern 
musical art has shaken off this colorless cosmopolitanism and has raised 
national music to new heights by reaching out for elements character¬ 
istic in national music. 

All this Smetana knew very well. He felt the burning truth of much of 
what his opponent said; it was very difficult to answer this. Smetana 
pointed to the older composers of Czech origin, above all Myslivecek. 

“What sort of Czech was he,” laughed Herbeck; “under the name of 
Venatorini he wrote operas in typical Italian style to Italian words!” 

“And what about Tomasek,” Smetana rallied. “Surely we all know,” 
Herbeck retaliated, “that he imitated Mozart, a German master—in ev¬ 
erything, down to the smallest detail.” 

Nothing was left to Smetana but to fall back on the outstanding 
musical talent of the Czech people which was the first to recognize and 
celebrate the epoch-making work of that great master, Mozart. 

“Yes, yes, Smetana is right. Mozart wrote Don Giovanni for his 
beloved Prague,” came the cry from other artists in the company. This so 
roused the choleric Herbeck that he shouted: “Bah, Prague has gnawed 
that old Mozart bone long enough!” 
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Smetana shot up as though stung by a snake, righteous anger flashing 
in his eyes. At that moment, however, Liszt, who had followed the quar¬ 
rel with a quiet smile, bent slightly forward, took a bundle of music from 
the table, and with the words: “Allow me, gentlemen, to play you the lat¬ 
est, purely Czech music,” sat down at the piano. In his enchanting, 
brilliant style he played through the first book of Smetana’s character 
pieces. 

After he had played the compositions, Liszt took Smetana, who was 
moved to tears, by the hand and with the words “here is a composer with 
a genuine Czech heart, an artist by the grace of God,” he took leave of 
the company. Herbeck sobered down and holding out his hand to Sme¬ 
tana asked his forgiveness. 

It was already late when the artists separated in a strange mood. But 
on the way home, Smetana turned moist eyes to the starry heaven, raised 
his hand, and deeply moved swore in his heart the greatest oath: that he 
would dedicate his entire life to his nation, to the tireless service of his 
country’s art. And he remained true to his oath even during the most try¬ 
ing periods of his life, to the last flickerings of his spirit, to the last 
breath. 

Frantisek Bartos (ed.), Bedficli Smetana: Letters and Reminiscences, trans. Daphne 
Rusbridge (Prague: Artia, 1955), 45-47. Reprinted by permission. 
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The ""New Russian School” 


One of the most vigorous statements on behalf of artistic nationalism in the late 
nineteenth century is the essay “Our Music/" which, along with essays on litera¬ 
ture, painting, and architecture, formed a part of the encyclopedic survey 
Twenty-five Years of Russian Art (1882) by Vladimir Vasilievich Stasov 
(1824-1906). The author, a librarian by vocation, has won an enduring place in 
the history of Russian letters as an untiring champion of and spokesman for na¬ 
tive talent. More a publicist than a critic or historian, Stasov communicates a 
heady atmosphere of artistic ferment in his enthusiastic, opinionated, and outra¬ 
geously partisan writings. It is his very partisanship, however, that makes him so 
valuable a witness. Through him we may truly see the “New Russian School” of 
composers through their own eyes. And in a curious way, perhaps the. most 
revealing aspect of the introductory section of Stasov"s essay, given below, is the 
almost comically one-sided view it presents of the West and of the German- 
dominated “traditions"" that composers at the peripheries of Europe (many of 
whom, especially in Russia, were self-taught amateurs, at least at first) so 
resented and so urgently felt the need to resist. The seriously distorted portrayal 
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of Beethoven as the originator of program music is typical of the way nineteenth- 
century musicians and writers tried to see in Beethoven the founding father of 
whatever they held dear (see, for example, the “Neo-Germans,” p. 384). 

What are the forces that have molded the specific features of the New 
Russian School? What factors are responsihle for its unique outlook and 
its peculiar characteristics? 

Such a force and factor, above all, was the absence of preconception 
and blind faith. Beginning with [ Mikhail Ivanovich] Glinka [1804-57] 
the Russian school of composers has been distinguished by its com¬ 
plete independence of thought and skepticism towards musical cre¬ 
ations of the past. Recognized authorities have never existed for it. Our 
musicians need to verify everything for themselves according to their 
own lights, and only then will they acknowledge greatness in a com¬ 
poser and significance in his works. Such independence of thought is 
only too rarely encountered even now among European musicians, and 
was even more unusual fifty years ago. Only a few—Schumann, for ex¬ 
ample—dared apply an independent critical judgment to universally 
recognized and idolized celebrities; the majority of Western musicians 
blindly believe in all authorities and share all the tastes and prejudices 
of the crowd. The musicians of the New Russian School, on the other 
hand, are terribly “disrespectful.” They will give credence to no tradi¬ 
tion until they have themselves been persuaded of the value of that 
which they are supposed to esteem. 

Further along this line, the best Russian musicians beginning with 
Glinka have never set much store by academic training and have never 
regarded it with the servility and the superstitious veneration with 
which it is regarded even now in many parts of Europe. It would be ab¬ 
surd to reject scientific knowledge in any field, music included. It is just 
that the musicians of the New Russian School, unfettered by the long 
chain of European scholastic traditions in the form of a historieal legacy 
from past centuries, can look learning bravely in the eye. They respeet it; 
they avail themselves of its benefits, but without excess and without 
genuflections. They reject all dry academicism and pedantry, reject the 
gymnastic exercises to which thousands in Europe attach so much im¬ 
portance, and do not believe it necessary to vegetate long years over rit¬ 
ualistic mysteries. This attitude toward the alleged “wisdom of the 
ages,” so honored by music schools, has saved the Russian school from 
creating pedantic or routine works—there simply are none of this kind in 
the output of the New Russian School. And this is one of its major points 
of difference from older European schools. 

Another important feature characterizes our new school: its striving 
for national character. This began with Glinka and has continued unabat¬ 
ed up to the present. Such a striving cannot be found in any other Euro¬ 
pean school. The historical and cultural conditions of other nations have 
been such that folk song—the expression of the spontaneous, unaffected 
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musicality of the people—has long since all but vanished in most 
civilized countries. Who in the nineteenth century knows or hears 
French, German, Italian, or English folk songs? They of course once ex¬ 
isted and were at one time in general use, but over them passed the 
leveling scythe of European culture, so inimical to all that is at the root of 
popular life, so that now it takes the efforts of musical archaeologists or 
inquisitive travelers to seek out the remnants of old folk songs in remote 
provincial corners. In our country it is an altogether different story. Folk 
songs fill the air everywhere to this day. Every peasant, every carpenter, 
every stonemason, janitor, and driver; every peasant woman, every 
washerwoman and cook, every nurse and wetnurse—they all bring folk 
songs from their native villages to St. Petersburg, to Moscow, or any 
other city, and you hear them the whole year round. They surround us 
everywhere, all the time. A working man or woman in Russia today, just 
as it was a thousand years ago, never does his or her work except while 
singing a whole series of songs. The Russian soldier goes into battle with 
a folk song on his lips. These songs are our birthright: we need no ar¬ 
chaeologist’s help to learn them and love them. And therefore every Rus¬ 
sian born with a creative musical spirit is brought up from his first days 
in a profoundly national musical environment. And it so happens, more¬ 
over, that almost all the most significant Russian musicians (Glinka, 
Dargomyzhsky, Musorgsky, Ralakirev, Rimsky-Korsakov) were born not 
in urban centers, but in the midst of Russia, in provincial towns or on 
their fathers’ estates, and it was there that they spent their early youth. 
Others spent much of their youth in the provinces, in frequent and close 
contact with folk songs and folk singing. Their first and most profound 
musical impressions were national. If for a long time we had no art music 
of our own, it was strictly on account of the unfavorable conditions that 
existed in Russia in the eighteenth and nineteenth centuries, when all 
that was native was trampled in the mud. Rut no sooner had times 
changed a bit, no sooner had talk of native things arisen in life and in lit¬ 
erature, no sooner had interest in them been rekindled, than talented in¬ 
dividuals immediately appeared on the scene ready to create music in the 
idioms most congenial and most dear to them, that is, in Russian folk 
idioms. There can be no doubt that European composers (at least the 
strongest and most talented among them) would very likely have taken 
the same path as ours have taken since Glinka, but that path was no 
longer open to them. Glear proof of this is the eagerness with which they 
have seized upon other national idioms, even ones foreign to them, and 
even on the merest shreds of themes. Only recall, for example, how 
Beethoven tried on more than one occasion to use Russian folk songs as 
themes, or Franz Schubert used Slovak, or Liszt Hungarian. But, withal, 
they did not create Russian, Slovak, or Hungarian music. For music is 
more than just themes. In order tojbe national, to express the soul and 
spirit of a nation, music must partake of the very roots of the life of a peo¬ 
ple. And neither Beethoven, nor Schubert, nor Liszt partook in the 
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slightest of national life but only selected a few precious gems that had 
been preserved by this or that people and mounted these beautiful, 
fresh, ever-young and sparkling creations in the kind of setting that was 
typical of European art music. They never immersed themselves in the 
world to which these elegant fragments belonged, and upon which they 
had come quite by accident. They merely played with them, admired 
their beauty, and displayed them in the brilliant light of their talent. To 
the lot of Russian composers fell a wholly different set of circumstances. 
They were not outsiders, they were “at home” in that world from which 
our folk melodies—and for that matter, all Slavic melodies—stem, and 
therefore they are equipped to deploy them with a free hand and to let 
them flourish full strength in their true coloring, form, and character. 

Along with the national Russian element, there is another by which 
the New Russian School is distinguished. This is the Oriental element. 
Nowhere else in Europe does it play so conspicuous a role as it does 
among our musicians. For a long time now no truly talented European 
architect, sculptor, or painter has failed to attempt to reproduce the 
unique forms of the East. Only musicians up to now have lagged behind 
their creative counterparts in the other arts. The few attempts made by 
Mozart, Beethoven, Weber, and a few others who wrote pieces “alia 
turca,” to create something in the Oriental vein, have testified to the in¬ 
terest their authors have had in the East, but also to their lack of success. 
Felicien David [1810-76, French composer] actually spent some time 
in the East and introduced a few genuine Oriental melodies into his 
symphonic ode Le Desert, even occasionally capturing a genuine Orien¬ 
tal flavor. But he was not very talented and produced nothing of lasting 
importance. It is a different matter with the musicians of the New Rus¬ 
sian School. Some of them have actually seen the East (Glinka and 
Balakirev, who spent time in the Caucasus), while others, though they 
never went there, were surrounded all their lives with impressions of 
the Orient and therefore reproduced them distinctly and vividly. In this 
they have shared the general Russian attraction for all things Eastern. 
And this is hardly surprising, since so much that is Eastern has joined the 
mainstream of Russian life and lent it such a special, characteristic color¬ 
ing. To see in this only a strange whim or caprice on the part of Russian 
composers (as our music critics have often done) is absurdly short¬ 
sighted. 

Finally, one more feature strongly characterizes the musicians of the 
New Russian School, and that is their extreme inclination toward “pro¬ 
gram music.” Glinka wrote to his friend [Nestor] Kukolnik [1809—68, 
poet and dramatist] from Paris in April, 1845, of his sudden intention of 
writing a few “Fantaisies pittoresques” for orchestra. This was the origin 
of his Jota Aragonesa, Night in Madrid, and a bit later, of Kamarinskaya. 
These works were not only excellent in themselves, but extremely sig¬ 
nificant in that they were the prototypes of program music in Russia. In 
writing them Glinka followed the general trend of the time, which had 
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manifested itself first in Beethoven, then in Weber, Berlioz, and Men¬ 
delssohn, and later still in all the most significant recent com¬ 
posers—Liszt, Wagner, and the rest. Of course, the programmatic con¬ 
tent in the works of these composers varies in definiteness. With some it 
takes a rather nebulous, embryonic form, while with others it is more 
concrete and sharply defined. But that it exists in the works of all of them 
there can be no doubt. What are most of Beethoven’s overtures {Leonora, 
Coriolanus, Egmont, etc.), what are certain movements of his late quar¬ 
tets and many of his sonatas, what are all his symphonies (beginning 
with the third) if not “program music,” on more or less easily guessed 
subjects? In some cases Beethoven himself has aided our understanding 
by means of inscriptions: Sinfonia eroica. Pastoral symphony, “Storm,” 
“Song of Thanksgiving for his Recovery, in the Lydian Mode,” and so 
on. In other cases he gave information about otherwise unmentioned 
programs in conversation with his companions: thus, for example, he 
referred to the opening theme of the first movement of his Fifth 
Symphony one day as “Fate knocking at the door.” In still other cases 
one can easily guess the subject Beethoven took as his program: thus, in 
the finales of the Seventh and Eighth Symphonies the sounds of war are 
clearly heard [!], and in the Allegretto of the Seventh Symphony it is not 
hard to discern a procession. The overtures of Weber, Mendelssohn, and 
Berlioz are also “programmatic”—all of this music is far removed from 
the “absolute” music of bygone times. Glinka followed this path in his 
instrumental works. As he put it in the letter to Kukolnik cited above: 
“For my imagination to run freely I need a text or else positive data of 
some kind.” 

What Glinka began has been continued by his successors and 
adherents. Practically without exception Russian symphonic music is 
programmatic. One cannot help noticing that the inclination toward pro¬ 
gram music is much stronger with us than almost anywhere else in 
Europe. 

V. V. Stasov, Izbranmje socinenija (Moscow; Iskusstvo, 1952), II, 523—29. Trans. R. T. 
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Musorgsky, a Musical Realist 


Certainly the most original composer in the New Russian School was Modest 
Musorgsky (1839-81). And certainly, too, he was the most extreme and un¬ 
compromising in his artistic views, as an enthusiastic adherent of the “Realist” 
ideals that gained much currency among the progressive intellectuals of mid¬ 
nineteenth-century Russia and France. Firmly convinced that art must mirror the 
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conditions of real life so as to enlighten and teach, Musorgsky cast himself rather 
self-consciously in the role of reformer of vocal music, and in his preoccupation 
with speech-derived recitative unwittingly repeated many of the ideas and pro¬ 
nouncements of the Renaissance humanists who attended the birth of opera (see 
above, p. 165). The stylistic characteristics of Realist art can be defined as includ¬ 
ing: low subjects, objectively treated; preoccupation with minute detail hand 
in hand with a casual attitude toward overall form; and the attempt to impart in¬ 
timate emotions in a vivid manner. Musorgsky notably embodied these traits in 
his songs and in his historical operas Boris Godunov and Khooanshchina. And 
his writings—mostly letters not meant for publication and therefore somewhat 
uncouth in expression—are liberally sprinkled with the slogans and emblems of 
his musical beliefs, as in the sampling below. 


To Ludmila Shestakova, 30 July 1868 

I am keeping an eye out for characteristic peasant women and typical 
peasant men—they might come in handy. The Russian personality 
teems with so much that is fresh and untouched hy art, oh so much! And 
so rich, so splendid ... A small fraction of what life has imparted to me I 
have embodied in musical images for those dear to me; I have com¬ 
municated my thoughts to them. If God grants me life and strength, I 
shall communicate mightily. Here is what I would like: that my charac¬ 
ters should speak on stage like living people, but at the same time, that 
the force and style of their intoning, supported by the orchestra (which 
provides a musical framework for their speech), should hit the mark, that 
is, that my music should be an artistic reproduction of human speech in 
all its subtlest shadings; that is, the sounds of human speech, as the 
outward manifestation of thoughts and feelings, should, without forcing 
or exaggeration, become music —truthful, accurate, and yet (read: which 
means) artistic, highly artistic. There you have the ideal towards which I 
am striving. 


To Nikolai Rimsky-Korsakov, 30 July 1868 

Whatever speech I hear, whoever is speaking (and most important, what¬ 
ever is being said), in my mind the musical embodiment of that speech 
takes shape. 


To Rimsky-Korsakov, 15 August 1868 

And another thing about symphonic development: I tell you, our cold 
kvass soup is a horror to the Germans, and yet we eat it with pleasure. 
And their cold cherry soup is a horror to us, and yet it sends a German 
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into ecstasy. In short, symphonic development in the technical sense is 
just like German philosophy—all worked out and systematized. And 
lately that philosophy has been overturned by the English psychologists. 
When a German thinks, he reasons his way to a conclusion. Our Russian 
brother, on the other hand, starts with the conclusion and then might 
amuse himself with reasoning. That’s all I have to say to you about 
symphonic development. Just keep one thing in mind: the creative act 
carries within itself its own aesthetic laws. Their verification is inner 
criticism; their application is the artist’s instinct. Without these there is 
no creative artist; if there is a creative artist, then these will be present, 
and the artist is a law unto himself. When an artist revises, it means he is 
dissatisfied. When he revises although satisfied, or worse, adds to what 
already satisfies, he is germaniziiig, chewing over what has been said. 
We are not cud-chewers, but omnivores. 

To V. V. Stasov, 18 October 1872 

The artistic depiction of beauty alone, in the material sense of the word, 
is coarse childishness, the babyhood of art. The subtlest aspects of 
human nature and of humanity as a whole, the persistent exploration of 
these uncharted regions and their conquest—that is the true mission of 
an artist. “To new shores!”—fearlessly, through storms and shallows and 
treacherous reefs, “to new shores!” 


Autobiographical sketch, June 1880 

By virtue of the nature of his compositions and his musical views, 
Musorgsky belongs to no existing musical school. The formula of his ar¬ 
tistic profession defoi: art is a means of communication with people, not 
an end in itself. This guiding principle has determined all his creative 
activity. Proceeding from the conviction that human speech is governed 
by strictly musical laws, he looks upon the task of musical art as one of 
reproducing in musical tones not only qualities of feeling, but chiefly 
qualities of human speech. Acknowledging as law-givers in the realm of 
art only such artist-reformers as Palestrina, Bach, Gluck, Beethoven, 
Berlioz, and Liszt, he does not regard even their laws as immutable, but 
as subject to transformation and to progress, like everything else in 
man’s spiritual world. 

Modest Petrovich Musorgsky, Literaturnoe iiasledie, 1 (Moscow: Muzyka, 1971), 100, 102, 
106-07, 141, 270. Trans. R. T. 
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Chaikovsky on Inspiration and Self-Expression 


The name of Pyotr Ilyich Chaikovsky (1840-93) is synonymous with late Roman* 
tic musical subjectivism. No nineteenth-century composer was more convinced, 
not only of the possibility, but of the necessity of intimate personal disclosure 
through music. He viewed his art as a kind of autobiography or confession, and 
gave this belief a famous expression in the letter below, which concerns his 
Fourth Symphony. It is addressed to the composer’s patroness, Nadezhda Filare- 
tovna von Meek, a wealthy widow who supported him for years and with whom 
he carried on a mammoth correspondence, but whom—according to her express 
stipulation—he never met face to face. As for the rather neurotically self-pitying 
“program” Chaikovsky describes as lying behind his symphony—reminiscent 
and undoubtedly influenced both by the program of the Syrnphonie faritastique 
(see p. 353) andby Beethoven’s Fifth as it was popularly viewed—one suspects that 
it was to some extent manufactured ex post facto to please his correspondent 
(which, however, is not to deny the essential sincerity of the letter as a whole). 
Particularly forced is the description of the third movement, a delightful orches¬ 
tral showpiece of a scherzo. We should add that Chaikovsky held aloof from the 
New Russian School described by Stasov (see above, p. 390). The issue that 
divided them was not nationalism (contrary to popular opinion) but profes¬ 
sionalism. Chaikovsky was a graduate of Russia’s first conservatory of music, and 
did not share the fear of tradition and of the European mainstream that gripped 
many of his musical countrymen. (N.B. Since the letter was written in Italy, it 
carries two dates: the earlier one is that of the Julian calendar used in Russia 
until 1918, and the later one is that of the Gregorian calendar, by then in use 
throughout the rest of Europe and America.) 



Florence, 


Your letter today gave me such joy, my precious Nadezhda Filare- 
tovna! What boundless joy that my symphony pleased you and that, lis¬ 
tening, you experienced the same feelings that filled me when I wrote, 
and that my symphony has touched your heart. 

You ask whether the symphony has a definite program. Usually when 
I am asked this question about a symphonic work I answer, “None at 
all!’’ And in truth, it is a hard question to answer. How shall I convey 
those vague sensations one goes through as one composes an instrumen¬ 
tal work without a definite subject? It is a purely lyrical process. It is a 
musical cleansing of the soul, which boils over with an accumulation 
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that naturally seeks its outlet in tones, just as a lyric poet will express 
himself in verse. The difference is only that music possesses an infinite¬ 
ly more powerful and more subtle language for expressing the myriad 
shifts and shades of our spiritual life. The kernel of a new work usually 
appears suddenly, in the most unexpected fashion. If the soil is fertile, 
that is if one is disposed to work, this kernel will sprout roots with irre¬ 
pressible strength and speed, will break through the ground, will put 
forth branches, leaves, twigs, and, finally, blossoms. I cannot define the 
creative process except by this analogy. The whole difficulty lies in get¬ 
ting that kernel to appear and making sure that it lands amid favorable 
conditions. All the rest takes care of itself. It would be useless to try and 
put into words for you the boundless delight that seizes me when the 
main idea has come and when it begins to assume definite shape. You 
forget everything, you become a madman for all practical purposes, all 
your insides quiver and throb, you hardly have time to make your 
sketches, one idea chases the heels of the last. .. 

Sometimes in the midst of this magical process some shock from 
without awakens you from your somnambulistic state. Someone will call, 
your servant will come in, the clock will strike to remind you that you 
must go about your business. Interruptions like these are horrible, inex¬ 
pressibly horrible. Sometimes inspiration takes off for some time. You 
have to go after it, sometimes to no avail. Very often a completely cold 
and calculating technical procedure must come to the rescue. Perhaps it 
is because of this that even in the works of the greatest masters you can 
find moments where the organic connection falters, where seams and 
patches are visible, artificially joined. But there is no escaping it. If that 
state of the artist’s soul which is called inspiration, and which I have just 
tried to describe for you, were to continue without interruption, one 
wouldn’t be able to get through a single day. The strings would all break, 
and the instrument would be shattered into smithereens! Only one thing 
is necessary: that the main idea and the general contours of all the indi¬ 
vidual parts must appear without being sought, but rather spontane¬ 
ously, as a result of that supernatural, ineomprehensible, and inexplica¬ 
ble force we call inspiration. 

But I have strayed from answering your question. In our symphony 
there is a program (that is, the possibility of explaining in words what it 
seeks to express), and to you and yon alone I ean and wish to indicate the 
meaning both of the work as a whole, and of its individual parts. Of 
course, I can do this here only in general terms. 

The Introduction is the kernel of the whole symphony, without ques¬ 
tion its main idea: 
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etc. 


This is Fate, the force of destiny, which ever prevents our pursuit of 
happiness from reaching its goal, which jealously stands watch lest our 
peace and well-being be full and cloudless, which hangs like the sword 
of Damocles over our heads and constantly, ceaselessly poisons our 
souls. It is invincible, inescapable. One can only resign oneself and 
lament fruitlessly: 



This disconsolate and despairing feeling grows ever stronger and 
more intense. Would it not be better to turn away from reality and im¬ 
merse oneself in dreams? 
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O joy! A sweet, tender dream has appeared. A bright, beneficent 
human form flits by and beckons us on: 
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How wonderful! How distant now is the sound of the implacable first 
theme! Dreams little by little have taken over the soul. All that is dark 
and bleak is forgotten. There it is, there it is—happiness! 

But no! These were only dreams, and Fate awakens us from them: 
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And thus, all life is the ceaseless alternation of bitter reality witb 
evanescent visions and dreams of happiness... There is no refuge. We 
are buffeted about by this sea until it seizes us and pulls us down to the 
bottom. There you have roughly the program of the first movement. 

The second movement of the symphony expresses a different aspect 
of sorrow, that melancholy feeling that arises in the evening as you sit 
alone, worn out from your labors. You’ve picked up a book, but it has fall¬ 
en from your hands. A whole procession of memories goes by. And we 
are sad that so much already is over and gone, and at the same time we 
remember our youth with pleasure. We regret the past, and yet we have 
no wish to start life anew. We are weary of life. How pleasant to relax and 
look back. Much comes to mind! There were blissful moments, when our 
young blood seethed and life was good. And there were bitter moments 
of irretrievable loss. But it is all so far off now. It is at once sad and some¬ 
how sweet to lose ourselves in the past... 

The third movement does not express definite feelings. These are, 
rather, capricious arabesques, fugitive images which pass through one’s 
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mind when one has had a little wine to drink and is feeling the first ef¬ 
fects of intoxication. At heart one is neither merry nor sad. One’s mind is 
a blank: the imagination has free rein and it has come up with these 
strange and inexplicable designs ... Among them all at once you recog¬ 
nize a tipsy peasant and a street song... Then somewhere in the dis¬ 
tance a military parade goes by. These are the completely unrelated 
images that pass through one’s head as one is about to fall asleep. They 
have nothing in common with reality; they are strange, wild and incoher¬ 
ent ... 

The fourth movement. If you can find no impulse for joy within your¬ 
self, look at others. Go out among the people. See how well they know 
how to rejoice and give themselves up utterly to glad feelings. It is a pic¬ 
ture of a popular holiday festivity. [Here, in fact, Chaikovsky introduced 
a Russian folk song, “The Birch Tree.”] But hardly have you succeeded 
in forgetting yourself and enjoying the spectacle of others’ joys, when 
tireless Fate reappears and insinuates itself. But the others pay no heed. 
They do not even look around to see you standing there, lonely and 
depressed. Oh, how merry they are! And how fortunate, that all their 
feelings are direct and simple. Never say that all the world is sad. You 
have only yourself to blame. There are joys, strong though simple. Why 
not rejoice through the joys of others? One can live that way, after all. 

And that, dear friend, is all I can tell you about the symphony. Of 
course it’s neither a clear nor a complete explanation. But the the nature 
of instrumental music is precisely this, that it resists detailed analysis. 
Where words fail, music speaks, as Heine put it. 

Pyotr Ilyich Chaikovsky, Polnoe sobranie socinenij: Literaturnye proizvedenija i perepiska, 
VII (Moscow: Gosudarstvennoe muzykarnaia izdatePstvo [Muzgiz], 1962), 124—27. Trans. 
R. T. 
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The normally tight-lipped Brahms did, on one occasion, reveal to his yonng 
friend, the singer and conductor Georg Henschel, how he went about compos¬ 
ing. Fortunately, Henschel kept a diary at the time, and he translated and 
published extracts from it, together with some letters. 

Wiesbaden, February 27, 1876. 

Yesterday Brahms and I left Coblence [after appearing together at a 
concert there]. We were quite alone in our compartment, and I had the 
happiness of finding him, in regard to his own self and his way of work- 
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ing, more communicative than ever before. Commencing by speaking of 
the events of the past days, we soon drifted into talking about art in gen¬ 
eral and music in particular. 

“There is no real creating ” he said, “without hard work. That 
which you would call invention, that is to say, a thought, an idea, is 
simply an inspiration from above, for which I am not responsible, 
which is no merit of mine. Yea, it is a present, a gift, which I ought 
even to despise until I have made it my own by right of hard work. And 
there need be no hurry about that, either. It is as with the seed-corn; it 
germinates unconsciously and in spite of ourselves. When I, for in¬ 
stance, have found the first phrase of a song, say. 
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When the sil - ver-y moon. . . .* 

*The beginning of the beautiful song “Die Mainacht,” op. 43 [Henschel’s note]. 

I might shut the book there and then, go for a walk, do some other 
work, and perhaps not think of it again for months. Nothing, however, 
is lost. If afterward I approach the subject again, it is sure to have taken 
shape; I can now begin to really work at it. But there are composers 
who sit at the piano with a poem before them, putting music to it from 
A to Z until it is done. They write themselves into a state of enthusiasm 
which makes them see something finished, something important, in 
every bar.” 

George Henschel, Personal Recollections of Johannes Brahms (Boston: Richard G. Badger, 
1907), 22-23. 
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The "^Brahmin” Point of View 


For many, Brahms's chief significance was as upholder of a great tradition—that 
of German classical instrumental music—at a time when it, along with all clas¬ 
sical traditions, was under attack by proponents of “Music of the Future" (see pp. 
380-85). Eduard Hanslick's review of Brahms's First Symphony, first performed 
in Vienna on 17 December 1876, when the composer was forty-three years old, 
captures well the atmosphere of partisanship that surrounded the event. 
Hanslick (1825-1904), Vienna’s very influential dean of critics for many years, 
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was the first professor of music in the modern liberal-arts sense (he was ap¬ 
pointed to Vienna University in 1856, becoming full professor in 1870). He had 
been notorious since 1854, when his aesthetic tract On the Beautiful in Music 
appeared in response to the writings of Wagner and Liszt. This was the first prin¬ 
cipled challenge to the late Romantic doctrines that music was to be valued for 
its emotional or symbolic content, and that the arts found their highest realiza¬ 
tion in merger. (Stung by Hanslick’s polemics, Wagner retaliated by making him 
the thinly disguised prototype of the pedant Beckmesser in Die Meistersinger, 
who in the original draft of the libretto was named Hans Lick.) The symphonies 
of Brahms were for Hanslick proof positive that absolute musical values could 
still thrive as before, and were bis prime exhibit in opposing what he termed (in 
his review of the Third Symphony in 1878) the “nonsensical theory” that the 
symphony had “become superfluous since Wagner transplanted it into the 
opera.” But Hanslick is no narrow formalist; he speaks of “Faustian conflicts” 
and Romantic nature imagery in his description of Brahms’s First, and (along with 
countless others then and since) complains mildly of the supposed overelabora¬ 
tion of texture and learned contrapuntal artifice in Brahms’s style. But his chief 
points—the continued validity and vitality of the great tradition, and the 
“ethical” value of pure instrumental music as established above all in the late 
works of Beethoven—are an excellent summation of Brahms’s stature and signif¬ 
icance in the eyes of his contemporaries. And in the composer’s own eyes, we 
may confidently add, in view not only of his attitude toward the Neo-German 
school (see p. 385), but also in view of his famous near-quotation of the choral 
theme from Beethoven’s Ninth Symphony in the finale of his First. Rather point¬ 
edly, that theme is brought back within the realm of instrumental music, as if to 
correct a wrong turn Beethoven had taken, with dire results in what it had 
suggested to his Romantic followers! (See Wagner, p. 377.) 

Seldom, if ever, has the entire musical world awaited a composer’s 
first symphony with such tense anticipation—testimony that the unusual 
was expected of Brahms in this supreme and ultimately difficult form. 
But the greater the public expectation and the more importunate the de¬ 
mand for a new symphony, the more deliberate and scrupulous was 
Brahms. Inexorable conscientiousness and stern self-criticism are among 
his most outstanding characteristics. He always demands the best of 
himself and dedicates his whole strength to its achievement. He cannot 
and will not take it easy. 

He hesitated a long time over the composition of string quartets, and 
more than one symphony was consigned, as a study, to the oblivion of a 
desk drawer. To the urging of his friends he used to reply that he had too 
much respect for his forerunners, and that one cannot “fool around” 
these days with a symphony. This severity with himself, this care for de¬ 
tail, is evident in the admirable workmanship of the new symphony. The 
listener may, indeed, find it rather too evident. He may miss, in all the 
astonishing contrapuntal art, the immediate communicative effect. And 
he will not be wholly wrong. The new symphony is so earnest and 
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complex, so utterly unconcerned with common effects, that it hardly 
lends itself to quick understanding. This circumstance, although not 
necessarily a fault, is a misfortune, at least for the first impression. 
Subsequent repetitions will make it good. The statement of [Franz] 
Grillparzer [1791-1872; Austrian poet and friend of Beethoven], “1 
strove for effect, not on the public but on myself,” could stand as motto 
for Brahms’s symphony. 

Even the layman will immediately recognize it as one of the most in¬ 
dividual and magnificent works of the symphonic literature. In the first 
movement, the listener is held by fervent emotional expression, by 
Faustian conflicts, and by a contrapuntal art as rich as it is severe. The 
Andante softens this mood with a long-drawn-out, noble song, which ex¬ 
periences surprising interruptions in the course of the movement. The 
Scherzo strikes me as inferior to the other movements. The theme is 
wanting in melodic and rhythmic charm, the whole in animation. The 
abrupt close is utterly inappropriate. The fourth movement begins most 
significantly with an Adagio in C minor; from darkening clouds the song 
of the woodland horn rises clear and sweet above the tremolo of the vio¬ 
lins. All hearts tremble with the fiddles in anticipation. The entrance of 
the Allegro with its simple, beautiful theme, reminiscent of the “Ode to 
Joy” in the Ninth Symphony, is overpowering as it rises onward and 
upward, right to the end. 

If I say that no composer has come so close to the style of the late 
Beethoven as Brahms in this finale, I don’t mean it as a paradoxical pro¬ 
nouncement but rather as a simple statement of indisputable fact. It is 
high praise, but it does not necessarily attribute to a composer every vir¬ 
tue, least of all every virtue in the highest degree. One-sided greatness is 
bought at the expense of other virtues. Mozart would not have been 
Mozart, and Weber would not have been Weber, had they possessed, in 
addition to their own peculiar charm, the exaltation and the profundity of 
Beethoven. The latter, on the other hand, lacked the tender fragrance, 
the melodic enchantment, the delicate intimacy by which Schumann 
and Mendelssohn are so directly and simply charming—and they are 
most conspicuously lacking in his greatest last works. In Schumann’s lit¬ 
tle Symphony in D minor, and in Mendelssohn’s “Italian” Symphony, 
there is a sweet enchantment, an intoxicating floral fragrance rarely 
—and then almost surreptitiously—in evidence in Brahms’s symphony. 
But neither Mendelssohn nor Schumann approaches the late Beethoven. 
Beethoven’s third period is not a prerequisite for their symphonies. 
Mendelssohn and Schumann incline rather to the point of view of 
Haydn’s and Mozart’s musical philosophy—and carry it further. 
Brahms’s quartets and the symphony, on the other hand, could not have 
been were it not for Beethoven’s last period. 

This outlook is congenial to Brahms by nature, and he has made him¬ 
self at home in it. He doesn’t imitate, but what he creates from his inner- 
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most being is similarly felt. Thus, Brahms recalls Beethoven’s sym¬ 
phonic style not only in his individually spiritual and suprasensual 
expression, the beautiful breadth of his melodies, the daring and origi¬ 
nality of his modulations, and his sense of polyphonic structure, but 
^Iso and above all—^in the manly and noble seriousness of the whole. 
It has been said of Beethoven’s music that one of its chief characteristics 
is an ethical element that would rather convince than charm. This distin¬ 
guishes it conspicuously from all “entertainment” music—which is not 
to say that the latter is artistically worthless. This strong ethical character 
of Beethoven’s music, which is serious even in merriment, and betrays a 
soul dedicated to the eternal, is also decisively evident in Brahms. In the 
latter’s newest works there is even a good deal of the late Beethoven’s 
darker side. Beethoven’s style, towards the end, was often unclear, con¬ 
fused, arbitrary, and his subjectivity frequently descended to mere quer¬ 
ulous bad humor. The beautiful clarity, the melodic charm, the estima¬ 
ble popularity of his first and second periods vanished. One could 
reverse the Goethe motto and say: “What Beethoven wanted in his old 
age (or what one might have wished him) he had in abundance in his 
youth.” 

Brahms seems to favor too one-sidedly the great and the serious, the 
difficult and the complex, and at the expense of sensuous beauty. We 
would often give the finest contrapuntal device (and they lie bedded 
away in the symphony by the dozen) for a moment of warm, heart- 
quickening sunshine. There are three elements—they all play a great 
role in the most modern German music—for which Brahms has a con¬ 
spicuous predilection: syncopation, ritardando, and simultaneous em¬ 
ployment of counter-rhythms. In these three points, and particularly 
with regard to syncopation, he can hardly go further than he has recently 
gone. 

And so, having relieved myself of these minor reservations, I can con¬ 
tinue in the jubilant manner in which I began. The new symphony of 
Brahms is a possession of which the nation may be proud, an inexhaust¬ 
ible fountain of sincere pleasure and fruitful study. 

Eduard Hanslick, Music Criticisms 1846-1899, trans. Henry Pleasants (Baltimore: Pelican 
Books, 1963), 125-28. Copyright © Henry Pleasants, 1963. Used by permission. 
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Verdi at the Time o/Otello 


An interesting portrait of Verdi and a remarkably just estimate of his importance 
were presented in a long article in the London Musical Times of 1 February 
1887 as the musical world was awaiting news of the first performance of Otello 
in Milan. The following issue (of March 1) gave a detailed account of the work 
and reported on the public reaction. Excerpts from both articles follow. 


Verdi and His New Opera 

By the time these words are read Verdi’s “Otello” will, in all probability, 
have been produced at the Milan La Scala. The sooner the better for 
public curiosity, which is powerfully excited throughout the musical 
world, and especially for the great mass of musical journalists who, from 
day to day, or from week to week, feel themselves bound to assume a 
knowledge though they have it not. The unfortunate persons in question 
cannot be congratulated upon the accuracy of their vaticinations with 
regard to “Otello.” The secret of the work has been well kept under the 
stern eye of its composer, whose horror of anything like a reclame 
[publicity] is notorious; and hence the journalists have had little or 
nothing to exercise their imaginations upon. Of course they have gone 
wrong. All this comes, we suppose, from competition for news. Journal¬ 
ists nowadays cannot afford to wait for information flowing through its le¬ 
gitimate channel. They must needs go listening at key-holes, overhear¬ 
ing scraps of conversation, taking surreptitious peeps behind the scenes, 
and, as a last resource, when the story will not hang together, calling 
upon their fancy for facts. We decline to follow the example, and, 
therefore, frankly state that we know nothing about the new opera save 
that it deals with the story of “Othello,” that the book has been prepared 
by Boito, the poet-composer of “Mefistofele,” and that the music has 
been written as a means of relaxation from the duties of a country gentle¬ 
man, by Giuseppe Verdi, Senator of the Kingdom of Italy, landed propri¬ 
etor and successful breeder of horses. 

We lay stress upon Verdi’s position as just stated, because his career 
is divisible into two powerfully contrasted parts. The first part embraces 
all the years of his musical activity from 1839 to 1867. During that period 
the master was a regular worker, and brought forth his yearly crop of 
music with comparatively few interruptions. There were ten barren 
years—1841, 1852, 1854, 1856, 1858, 1860, 1861, 1863, 1864, 1866—and 
eighteen productive ones, some of these being very fertile indeed. In 
1844, the crop consisted of two operas; in 1845, of two; in 1847, of three; 
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Verdis Otello: The Final Scene. A two-page spread from LTllustrazione Italiana of 22 May 1887. The popular 
Italian weekly had already filled its columns with expectant reports before and glowing reviews (under the head¬ 
ing ‘The Apotheosis of Giuseppe Verdi”) after the first performance, on 5 February of that year. Obviously the 
opera continued to be news. 
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in 1849, of two; the same in 1853 and 1857. So far, we observe the 
labours of a professional composer, animated by the ambitions, and 
struggling with the heavy duties of his calling. But Verdi’s life, from 
1867, when “Don Carlos” was produced, till the present time, takes a 
very different complexion. He has left the open mart, with profit; retired 
from business; devoted himself to rural pursuits, and only resorts for re¬ 
laxation to that which was once an employment. “Aida” (1871) and now 
“Otello” are the product of leisure hours spent at the desk when garden, 
field, and farm made no pressing claims. [Strictly speaking, this was only 
true of Otello and the later Falstaff: Aida, like nearly all the preceding 
operas, was written on commission.] The Squire amuses himself at 
composition. Of course there is no wonder in this. Old men frequently 
do for pleasure that which they once did for gain, but set about the task 
in the deliberate fashion born of feeble circulation and failing power. 
The true marvel is that we are about to receive an opera from a man 
seventy-three years of age. There are few parallels to this in musical 
history, and scarcely anything that can fairly be called a parallel in con¬ 
nection with the lyric stage. 

To our mind there is something sympathetic in the circumstances 
under which “Otello” has been written. To begin with, the master has 
worked at it almost on the spot where, with everything against him, he 
began the battle of life. An engraving of the house in which he was born 
is now before us, and shows one of the dwellings with wide low-pitched 
roofs which are so common in that part of Italy. 

In this dwelling Verdi’s father carried on the business of a publican 
and grocer, but could hardly have been more prosperous than the 
peasants, his customers. The hamlet of Le Roncole is very small, and 
inhabited by poor people even now. What must it have been in the 
devastating years which opened the present century?—in 1814, for ex¬ 
ample, when Muscovite soldiers descended upon it with fire and sword, 
outrage and murder, and the infant Giuseppe was only saved as by a mir¬ 
acle. The son of the Cascina [farm house] at Le Roncole was clearly han¬ 
dicapped in the race of life. What could be less promising than his youth¬ 
ful fortunes? As a boy the Fates were hard upon him. Twice he nearly 
perished; once he suffered from the brutality of a priest at whose altar he 
served; he began his musical career by playing the organ in the village 
church for four pounds per year, and when he sought admission to the 
Milan Conservatoire, submitting to the necessary examination, he was 
sent back rejected and humiliated. 

The little village inn where life opened thus inauspiciously still 
stands, we believe, and not far from it is a handsome country house, sur¬ 
rounded by beautiful gardens, well-cultivated fields, and every sign of 
prosperity. The son of the inn-keeper lives there, a^ one who has 
conquered in the struggle for existence and for fame, and thence, as the 
slow fruit of dignified leisure, comes the new opera. 

But the contrast just referred to is not the only feature which now ex- 
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cites sympathy. Though, at the moment of writing, his “Otello” is a 
closed book, the master’s whole history invites us to believe that it con¬ 
tains further evidence of a progressive mind. Every student of his works 
knows that the Verdi of middle life is not the Verdi of an earlier period, 
and that the composer’s advanced years have brought another change, 
exemplified in his “Aida.’’ With regard to this subject a good deal has 
been written. On the one hand, enthusiastic Wagnerians have claimed 
Verdi as a convert to the teachings of their master; on the other, it is de¬ 
nied that any change at all of a radical nature has taken place. For ex¬ 
ample, Signor Mazzucato, writing in Grove’s “Dictionary of Music and 
Musicians,” says;— 

No doubt there is a great difference between “Attila,” “Ernani, ” “Rigoletto,” 
and “Aida,” but we submit that the difference is to be attributed to the age 
and development of the composer’s mind, and not to a radical change in his 
way of rendering the subject musically, or to a different conception of the 
musical drama. The more refined expression of “Aida” compared to “II Trova- 
tore,” and of “II Trovatore” compared to “Nabucco” or “I Lombardi,” an¬ 
swers to the refinement of musical feeling which audiences gradually un¬ 
derwent during the forty years of artistic career of the great composer; he 
spoke a higher language, because that higher language had become intelligi¬ 
ble to the public; but what be said the first day is what he always said, and 
what he will say again, if he should ever break his long silence. Verdi felt, 
much more than learnt, that rhythm, the human voice, and brevity were the 
three elements apt to stir, to please, and not to engender fatigue in his audi¬ 
ences, and on them he built his masterpieces. 

This almost amounts to a charge of prostituted genius—a eharge with 
which we have no sympathy. Our belief is that Verdi has always written 
honestly, and that his wonderful suceess arose from the faet that he is, or, 
rather, was some years ago, peculiarly a man of his time. More masculine 
and capable of stronger feeling than Bellini or Donizetti; of imperfect (in 
the sense of restricted) musieal edueation and experience; a powerful na¬ 
ture which sought other than the ordinary means of expression, Verdi 
composed as was natural to him, and had the good luck to reflect the 
prevailing mood. But the early, rugged, passionate style has undergone a 
long course of modification, not because the public called for it—they 
distinctly did nothing of the kind—but because it was the natural out¬ 
come of extended experience, clearer perception, and a more cultivated 
artistic nature. He is not likely in “Otello” to go back from the standpoint 
of “Aida,” and it is interesting to find an old man still progressive, still 
enlarging his ideas, and amending their expression. 

Amateurs everywhere indulge a hope that “Otello” may turn out a 
masterpiece. Even those who are not among Verdi’s admirers must wish 
for his last effort all the success that he himself desires. The worst of the 
outlook is that Verdi seems to be the last of the giants. No one, as far as 
we see, is likely to continue the line. 
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Verdi’s “Otello ” 

(From Our Special Correspondent) 

The long-expected new opera of Giuseppe Verdi was produced at La 
Scala, Milan, on the 5th ult. [February 5], after one or two postpone¬ 
ments, caused, ostensibly, by the illness of the tenor, Tamagno, who had 
been cast for the title character. [There follows a lengthy, detailed sum¬ 
mary of the plot, then a scene-by-scene description of the music, of 
which the following will serve as a sample.] 

The last act will, perhaps, commend itself everywhere as musically 
the most beautiful. So it ought to do. Every situation on the stage, and 
every line in the poetry, call for music in an imperative voice, and appeal 
irresistibly to a composer’s instinct. As the curtain rises upon Des- 
demona’s chamber, the cor Anglais [English horn] takes up a plaintive 
strain, presently used in the Willow Song. This is developed at some 
length, with infinite pathos, and so the mind is prepared for the touching 
scene to follow. After a short dialogue for Desdemona and Emilia, 
founded upon the matter of the Introduction, the Willow Song is 
reached, and at once attention fixes itself upon music as affecting as any 
ever heard in a theatre. Verdi here adopts the verse form, but with con¬ 
siderable variation in accompaniment; each repetition of the melody 
thus presenting itself with fresh interest. At the close of the song, Emilia 
takes her leave, and Desdemona, left alone, sings the “Ave Maria,” 
beginning with recitative on a single note, accompanied by sustained 
chords, and passing on to a plain and most moving cantilena. Verdi here 
shows that he rightly estimates the power of simple music. Nothing 
could be less pretentious than this beautiful strain, and nothing could be 
more affecting. When first heard at Milan it brought tears to many eyes. 
Desdemona presently sleeps, and Otello enters at the back of the stage; 
standing there, a sinister figure, while the double-basses execute the 
solo of which every amateur has by this time heard. As he bends over 
and kisses the woman he is about to kill, the orchestral melody first used 
at the close of the duet in Act I. re-appears; then Desdemona wakes, and 
the murder scene begins. Verdi does not prolong this unduly. Founding 
his music for the most part upon a fragment of the double-bass solo, he 
makes it so forcible that he can afford to pass rapidly on to the 
catastrophe, and thence to the end. As dramatic music, this Finale takes 
the highest rank. It strikes us as the very feelings of the characters 
expressed in ordered sound, and it intensifies the situation to a most pain¬ 
ful degree. The last bars are the most touching of all, for in them, as 
Otello embraces the body of his wife, re-appears the expressive kiss 
theme heard first at the moment of their highest happiness. Upon this 
suggestive reminiscence the curtain finally descends. Our opinion of the 
work, as a whole, may easily be gathered from the foregoing remarks. To 
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us it exemplifies judicious consideration for dramatic propriety without 
sacrifice of musical effect, and we must place it among Verdi’s finest ef¬ 
forts—in some important respects, at the head of all. 

The occasion of the performance was a remarkable one. Repeated 
delays had intensified interest rather than abated it, and “all the city was 
moved because of the opera. The hotels filled with strangers who had 
secured seats, and others who had come on the chance of obtaining ad¬ 
mission; everywhere “Otello” was talked about; the press, annoyed at 
being shut out from rehearsals, kept up an agitation, and the man who 
could let out any of the well-guarded secrets of La Scala became for the 
time a hero. Meanwhile Verdi, superintending the many rehearsals, 
pursued the even tenor of his way, calm and undisturbed. Visiting no¬ 
body, and allowing nobody to visit him, the master reserved all his 
energy for duty. Rising early each morning, he took a little exercise in 
the quiet streets; spent most of the day at the theatre, and about ten 
o’clock went to bed. On the memorable Saturday evening, a crowd 
gathered before the Hotel de Milan to see him pass to his carriage. This 
was the beginning of an extraordinary series of demonstrations. A far 
larger crowd around the theatre cheered Verdi in confident anticipation 
of an artistic triumph; while within the house and during the perfor¬ 
mance of the opera, the old composer was summoned at every possible op¬ 
portunity. So long as the curtain remained up the brilliant gathering let 
him alone, but whenever it was down they kept him exercised at coming 
forward, bowing, and retiring. Several times after each act two of the 
principal artists would lead him on, and then, perhaps by way of sugges¬ 
tion that he had had enough of it, Verdi would step forward alone, hat in 
hand, with his frock coat tightly buttoned around bim. For this the audi¬ 
ence reserved their loudest and longest cheer'. They became frantic witb 
enthusiasm. At the close there was a special scene of wreaths and flow¬ 
ers and whatnot appropriate to such occasions, but the master preserved 
his calm demeanour. Agitated he must surely have been, though not a 
muscle of his face moved, and he appeared as the most unconcerned per¬ 
son in all that delirious assembly. Another ovation awaited Verdi out¬ 
side, where the constant crowd had become larger and denser. No horses 
should draw him home that night, but rather the willing arms of his en¬ 
thusiastic countrymen. The design was fulfilled to the letter, and being 
able to regulate the pace of the carriage, the people gave their hero an 
embarrassing example of slow travelling. However, even such a journey 
must have an end. Verdi reached his hotel, the corridors of which were 
crowded, and, gaining his apartments, went speedily to bed, where, if he 
slept, it was not because his lingering admirers in the street failed to 
make a noise. So ended one of the greatest personal triumphs ever 
awarded to a composer. 

The Musical Times, XXVIII (1887), 73-75, 148-50. 
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Grieg on the Norwegian Element in His Music 


On 17 July 1900, Edvard Grieg complied with a request from the American 
music critic and author Henry T. Finck and sent him a lengthy letter concerning 
his own music. Understandably, he dealt with the matter of nationalism in music 
in some detail, since his name was linked with Norwegian folk music in every¬ 
one’s mind—too much so, he felt—and he wished the relationship to be under¬ 
stood more clearly. 

The traditional way of life of the Norwegian people, together with 
Norway’s legends, Norway’s history, and Norway’s natural scenery, 
stamped itself on my creative impulse from my earliest years. It was, 
however, only later in life that I found the way open to immerse myself 
in the folk songs of my country. When I wrote my early piano composi¬ 
tions, opus 3 and more especially op. 6, pieces in which a national note is 
variously apparent, I knew next to nothing of our folk songs. Despite cer¬ 
tain German pronouncements to the effect that I merely churn out 
mechanical imitations of Norwegian folk music, this is the truth of the 
matter and needs to be emphasized. I do not believe myself that these 
traditional sources have had any crucial influence on my song writing. 
When local color simply has to dominate, the influence is not to be 
denied—take Solveig’s song from “Peer Gynt,” for instance. But this is 
possibly the only one of my songs in which I can clearly be shown to 
have imitated a folk melody. To one distinctive feature of our folk music 
I did indeed feel myself drawn: the manner in which the leading note 
was handled, and most particularly the downward shift of this to the 
fifth, but a like progression is to be found in the work of other composers. 
That the spirit of my native land, which has long found a voice in the 
traditional songs of its people, is a living presence in all I give forth, that 
is another matter altogether. I find no conscious intention in myself to 
imitate. Even if I as much as speak my own language (nothing very folk- 
songy about that!), these conservative German critics have a rude word 
for that, too. It is “Norsemanship.” If my work has reached out across the 
world in a way I myself can scarcely comprehend, it surely does not owe 
this to the exclusively national element in it, but rather to the fusion of 
national and cosmopolitan ingredients. Gultural history shows us that 
every art form with the throb of life in it has taken on a national charac¬ 
ter. Like every modern artist who has a purpose, consciously or not I 
stand fast upon my native ground, and my sensibility. Broadly speaking, 

I have not sought after the giving of local color. It has come unbidden. I 
just don’t believe a deliberate attempt to import a national element will 
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work. When the national traits are not in the very blood, they have no 
place in a “creative,” but only in a “photographic” art. 

Bjarne Kortsen (ed.), Grieg the Writer, I (Bergen: B. Kortsen, 1972), 36-37. 
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The Post-Wagnerians: Mahler 


Here, in a letter to a sympathetic critic (Max Marschalk), are some character¬ 
istically earnest thoughts on the state of music at the turn of the century and on 
his own attitude towards composing by the thirty-six-year-old Mahler. These are 
followed by a program (and note with what extreme caution it is offered!) for the 
first three movements of his recently finished Symphony no. 2, the “Resurrec¬ 
tion” Symphony. (The remaining two movements, being vocal settings of poetry, 
required no explanations.) The letter is dated 26 March 1896. 

I know, where I am concerned, that so long as I can sum up my expe¬ 
rience in words, I would never write any music about it. My need to 
express myself musically-symphonically begins only where the obscure 
perceptions hold sway, at the gate that leads into the “other world”; the 
world in which things are no longer separable through the agency of 
time and place. 

Just as I think it a platitude to invent music to a program, so do I con¬ 
sider it to be unsatisfying and sterile to wish to attach a program to a 
musical work. This is in no way altered by the fact that the occasion for a 
musical creation is doubtless to be found in an experience of the au¬ 
thor’s, and an actual one, which for that matter might be concrete enough 
to be clothed in words.—We stand now—of this I am certain—at the 
great parting of the ways, where the diverging paths of symphonic and 
dramatic music separate for ever, and this will soon be plainly visible to 
those who have a clear understanding of the essence of music.—Wagner, 
to be sure, made the expressive means of symphonic music his own, just 
as the symphonist, in turn, will now help himself, quite legitimately and 
quite consciously, to the expressive riches music has gained through 
Wagner’s work. In this sense, all the arts, and even art and nature, are 
linked together. But this has not yet been given enough thought, since 
no perspective has been gained on the subject so far.—Not that I have 
erected this “system,” as it were, and patterned my work upon it; on the 
contrary, I finally gained this—personal—view of things after I had writ- 
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ten some symphonies (svifFering real labor pains in the process)—and 
after meeting with the same misunderstandings and questions over and 
over again.— 

And so it remains a good idea to let the listener have a few 
guideboards and milestones for his trip at first, while my manner still 
seems strange.—But such an explanation cannot offer more. 

Having expressed myself in the above terms, you can understand that 
I find it a little awkward to say something to you now concerning the C 
minor Symphony.—I have named the first movement “Funeral Rite,” 
and, if you are curious, it is the hero of my D major Symphony [No. 1] 
that I am burying here and whose life I am gathering up in a clear mirror, 
from a higher vantage point. At the same time it is the great question: 
Why have you lived? Why have you suffered? Is all this merely a great, 
horrible jest?—We must resolve these questions somehow or other, if 
we are to go on living—indeed, even if we are only to go on dying! Once 
this call has resounded in anyone’s life, he must give an answer; and that 
answer I give in the last movement. 

The 2nd and 3rd movements are conceived as interludes: the 2nd 
movement, a memory! A sunny moment, clear and untroubled, in the life 
of that hero. 

You have surely had the experience of burying a person dear to you; 
and then, perhaps, as you came away, suddenly the image arose of a 
happy hour long since vanished, which now settles in your soul like a 
sunbeam—nothing darkens it—you are almost able to forget what has 
just occurred! That is the 2nd movement!—Then, if you awaken from 
this sorrowful dream and have to return to chaotic life, it may well hap¬ 
pen that this unendingly mobile, restless, unintelligible bustle of life 
should strike you as being ghastly, like the swaying of dancing figures in 
a brightly-lit ballroom into which you are peering from the deep night 
outside—from so far away that you cannot hear the music! —That is the 
3rd movement! What follows after that is perfectly clear to you in any 
case!- 

And so, actually, my 2nd symphony is directly connected to my 1st! 

Please maintain your friendly interest in me nor think it vanity that I 
should require this of you. Many, many thanks! 

Piero Weiss (ed.). Letters of Composers Through Six Centuries (Philadelphia: Chilton 
Books, 1967), 392-94. 
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The Post-Wagnerians: Richard Strauss 


The anguished idealism of Mahler (see the previous reading) contrasts utterly 
with the cool, practical, sardonic attitude of Strauss towards music and the 
world. Here are some characteristic musings about Salome, Strauss's scandal¬ 
ously successful opera of 1905, jotted down by the aging composer in 1942. 

I went to Max Reinhardt s Little Theatre in Berlin to see Gertrud 
Eysoldt in [Oscar] Wilde's "‘Salome." After the performance I ran into 
[the cellist] Heinrich Griinfeld, who said, ^^Strauss, now there's an opera 
subject for you!” I was able to answer, “I’ve already begun setting it to 
music.” The Viennese lyric poet Anton Lindner had already sent me that 
exquisite play, offering to turn it into an “opera text.” When I agreed, he 
sent me a couple of cleverly versified opening scenes; yet I could not 
make up my mind to begin working on it, till one day the idea dawned on 
me: Why not simply start right off with “How beautiful is the Princess 
Salome tonight” [i.e., with the original prose text]? From that point on, 
it was not at all difficult to cleanse the play of its most “literary” or¬ 
naments, so that it grew into a jolly good “libretto.” Now that the 
Dance [of the Seven Veils] and especially, the last scene are steeped 
in music, it’s all very well to say that the play “simply cries out for 
music.” Yes: but it takes an eye to notice it! 

I had long found it a fault in Oriental and Hebrew operas that they 
lacked the authentic Eastern color and vibrant sunshine. Necessity in¬ 
spired me with a truly exotic harmony, which shimmered, especially in 
the strange cadences, like iridescent silk. My desire for the sharpest 
delineation of character led me into bitonality, since a purely rhythmic 
characterization, of the kind Mozart uses with the utmost mastery, did 
not seem strong enough for such opposites as Herod and the Nazarene. It 
may be thought of as a unique experiment with special material but 
ought not to be held up as an example for imitation. 

Once the excellent [conductor] Schuch had been brave enough to ac¬ 
cept “Salome” for performance, the tr oubles began: all the soloists came 
to the first reading rehearsal at the piano, but only to return their parts to 
the conductor—all except the Czech Burian, who, consulted last, 
replied, “I’ve got my part memorized.” Bravo!—And now the others did 
feel embarrassed, arrd the rehearsals began in earnest. At the staging re¬ 
hearsals, the highly dramatic Frau Wittich, who (because it was a strenu¬ 
ous role and the orchestration was thick) had been entrusted with the 
part of the I6-year-old princess with the Isolde-voice—You can’t write 
music like that, Mr. Strauss: make up your mind!—went on strike peri¬ 
odically with the indignant objection of a Saxon Burgomaster’s wife: 
“That I refuse to do; I’m a decent woman!” and drove Stage Director 
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Wirk, with his “perverse and wicked” tendencies, to distraction. And yet 
Frau Wittich, who of course didn’t look the part physically, was right, if 
in a different sense; for the music-hall exoticisms of some of the later 
productions, with their snake-like writhings and Jochanaan’s head 
twirling aloft, have often exceeded all the bounds of decency and good 
taste. Anyone who ever visited the Orient and observed the propriety of 
the ladies there will readily understand that Salome, as a chaste virgin, 
as an Oriental princess, can only be played with the simplest, most 
refined gesticulation, unless she is to awaken only horror and disgust in¬ 
stead of pity, as she disintegrates in the face of the miracle of a sublimer 
world. Indeed, the acting of all the players should confine itself to the ut¬ 
most simplicity, in contrast with the overly-excited music. Frenzy both 
on stage and in the pit—that would be too much! The orchestra can 
manage it quite well alone!—^My good father, when I strummed parts of 
it for him at the piano a couple of months before he died, groaned 
miserably, “Dear Lord, all this nervous music! It’s like having your 
trousers full of crawling June bugs.” He wasn’t altogether wrong. 

The performance enjoyed the success of all Dresden premieres, but 
the head-shaking soothsayers later that evening in the Bellevue Hotel 
were unanimous in the opinion that, while the work might perhaps be 
produced at a couple of the really large theaters, it would soon disap¬ 
pear. Within three weeks it was accepted by, I think, ten theaters and 
was a sensation in Breslau with only a 70-piece orchestra! Now began 
the nonsense in the press, the opposition of the clergy (first performance 
at the Vienna State Opera in October 1918, after a ticklish corre¬ 
spondence with Archbishop Piffl), of the puritans in New York, where 
the work had to be withdrawn after the first performance at the instiga¬ 
tion of a Mr. Morgan. The German Kaiser consented to its performance 
only after it had occurred to His Excellency [General Manager] Hiilsen 
to let the Star of Bethlehem appear at the end, as a token of the arrival of 
the Three Kings! On one occasion, Wilhelm H said to his General Man¬ 
ager, “I’m sorry Strauss composed this ‘Salome’; I’m quite fond of him 
otherwise, but he is going to do himself a lot of harm with this.” Thanks 
to this harm, I was able to afford my villa at Garmisch! 

Richard Strau.ss, Betrachtungen and Erintieningen, ed. Willi Schuh (Zurich: Atlantis 
Verlag, 1949), 180-84. Trans. P. W. Used by permission. 


PART VUl 


The Twentieth Century 


122 

Debussy and Musical Impressionism 


The first truly representative twentieth-century composer, by common consent, 
was Claude-Achille Debussy (1862-1918). His innovations in harmony and in 
fonnal organization suggested new paths to musicians everywhere, at a time 
when the prevailing musical mood was one of exhaustion: the ''Wagnerian rev¬ 
olution,’’ which had promised to open a door to the future, had in the end only 
closed the door on the past. Debussy, at first by purely instinctive explorations, 
sought and found a way out, which he discussed—or rather debated—early in 
his career with Ernest Guiraud (1837-92), his old teacher (best remembered 
today for his recitatives to Bizet’s Carmen). At the time of these conversations 
all of Debussy’s important compositions lay ahead, but his crucial innovations 
are fully implicit in what he says. He is deeply mistrustful of tradition and 
'‘theory,” and wishes to replace "learning” with instinct as a guide to the cre¬ 
ation of music. These rather typical fin-de-siecle attitudes are reminiscent of 
those of Musorgsky (see above, p. 394), whose music Debussy knew intimately 
and loved. We owe our knowlege of these conversations to a set of transcripts 
made by a student composer named Maurice Emmanuel, who was privileged to 
overhear them. 

Debussy: [I have] no faith in the supremacy of the C major scale. The 
tonal scale must be enriched by other scales. Nor am I 
misled by equal temperament. Rhythms are stifling. 
Rhythms cannot be contained within bars. It is nonsense to 
speak of ''simple’' and "compound" time. There should be 
an interminable flow of both. Relative keys are nonsense, 
too. Music is neither major nor minor. Minor thirds and 
major thirds should be combined, modulation thus becom- 
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Guiraud: 

Debussy: 

Guiraud: 

Debussy: 

Guiraud: 

Debussy: 

Guiraud: 

Debussy: 

Guiraud: 

Debussy: 

Guiraud: 

Debussy: 


ing more flexible. The mode is that which one happens to 
choose at the moment. It is inconstant. There must be a bal¬ 
ance between musical demands and thematic evocation. 
Themes suggest their orchestral coloring. 

[Debussy having played a series of chords on the piano] 
What’s that? 

Incomplete chords, floating. One can travel where one 
wishes and leave by any door. Greater nuances. 

But when I play this [a “French sixth” chord on A*’, 
evidently one of the chords Debussy had played] it has to 
resolve. 

I don’t see that it should. Why? 

Well, do you find this lovely? [He plays a series of parallel 
triads.] 

Yes, yes, yes! 

I am not saying that what you do isn’t beautiful, but it’s theo¬ 
retically absurd. 

There is no theory. You merely have to listen. Pleasure is 
the law. 

I would agree with you in regard to an exceptional person 
who has discovered a discipline for himself and who has an 
instinct which he is able to impose. But how would you 
teach music to others? 

Music cannot be learned. 

Come now, you are forgetting that you yourself were ten 
years at the Conservatoire. 

[He agrees and admits that there can after all be a doctrine.] 
Yes, this is silly. Except that I can’t reconcile all this. True 
enough, I feel free because I have been through the mill, 
and I don’t write in the fugal style because I know it. 


Edward Lockspeiser, Debussy: His Life and Mind, I (London: Cassell, 1962), 207-208. 


Debussy's opera Pelleas et MHiscmde, along with his orchestral Prelude to the 
Afternoon of a Faun after Mallarme, was one of the most influential embodi- 
ments of his ideals. As he stresses again and again in his writings, his aim was 
one of naturalness and spontaneity. His aspirations to '‘formlessness" are 
reflected in the very nature of his opera, a virtually unaltered setting of Maurice 
Maeterlinck's drama of the same name, without any allowances for musical 
"numbers." Debussy's horror of the contrived and the rhetorical is reflected in 
his sarcastic comparison (from a note written in April, 1902) of the natural song- 
speech at which he aimed with what he saw as the naturalistic bombast of the 
so-called verismo school. 


For a long time I had been striving to write music for the theater, 
but the form in which I wanted it to be was so unusual that after several 
attempts I had almost given up the idea. Explorations previously made 
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in the realm of pure music had led me towards a hatred of classical de¬ 
velopment, whose beauty is solely technical and can interest only the 
mandarins of our profession. I wanted music to have a freedom that was 
perhaps more inherent than in any other art, for it is not limited to a 
more or less exact representation of nature, but rather to the mysterious 
affinity between nature and the Imagination. 

After some years of passionate pilgrimages to Bayreuth, I began to 
have doubts about the Wagnerian formula, or, rather, it seemed to me 
that it was of use only in the particular case of Wagner’s own genius. 
He was a great collector of formulas, and these he assembled within a 
framework that appears uniquely his own only because one is not well 
enough acquainted with music. And without denying his genius, one 
could say that he put the final period after the music of his time, rather 
as Victor Hugo summed up all the poetry that had gone before. One 
should therefore try to be a “post-Wagnerian” rather than a “Wagner 
follower.” 

The drama of Pelleas —which despite its atmosphere of dreams 
contains much more humanity than those so-called documents of 
real life—seemed to suit my purpose admirably. It has an evocative 
language whose sensibility can easily find an extension in the music 
and in the orchestral setting. I also tried to obey a law of beauty 
that seems notably ignored when it comes to dramatic music: the 
characters of this opera try to sing like real people, and not in an 
arbitrary language made up of worn-out cliches. That is why the 
reproach has been made concerning my so-called taste for mo¬ 
notonous declamation, where nothing seems melodic. First of all, it 
isn’t so. And furthermore, a character cannot always express himself 
melodically: the dramatic melody has to be quite different from what is 
generally called melody. The people who go to listen to music in the 
theater are really like those crowds you see gathered around street 
musicians! There you can have your emotions-in-melody for a couple of 
sous! You can also be sure of a greater degree of attention than is 
usually found among the patrons of our state theaters, and you will 
even find a greater wish to understand something totally lacking in 
the above-mentioned publie. 

Frun^ois Lcsurc (gcI.), Debussy on MusiCy trans. R. L. Smith (New York: Alircd A. K.nopf, 
1977), 74-7.5. Translation copyright © 1977 by Martin Seeker and Warburg Ltd. and 
Alfred A. Knopf, Inc. Reprinted by permission of the publisher. 


“Monsieur Croche” (Mr. Eighth-note) was an imaginary eharaeter Debussy in¬ 
vented for his eritieal artieles in the Revue blanche as a mouthpieee, mueh as 
Sehumann had used the eharaeters Florestan and Eusebius (see above, p. 
358). In the passage given below, M. Croehe gives Debussy a pep talk, and in 
partieular eounsels him to ignore erities who would try to dismiss his musie by 
faeile comparisons with trends in the other arts. The term of abuse has stuck, 
however, and Debussy is now known to all, for better or worse, as a musical 
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Impressionist. There is some merit in the term—like Debussy, the Impres¬ 
sionist painters had rebelled against academic routine, and had sought in their 
art a spontaneous and “natural” wedding of content and form. 

“Music contains so many impulses you could write a song about 
them, [said Monsieur Croche]. My favorite music is those few notes an 
Egyptian shepherd plays on his flute; he is a part of the landscape 
around him, and he knows harmonies that aren’t in our books. The 
‘musicians’ hear only music written by practiced hands, never the 
music of Nature herself. To see the sun rise does one far more good 
than hearing the Pastoral Symphony. What’s the use of such in¬ 
comprehensible art? Shouldn’t all those complications be forbidden? 
We learn them only because they are as ingenious as a strong-box lock. 
But you don’t agree. Because you know nothing but music and are sub¬ 
ject to her obscure and barbarous laws! A lot of clever words are written 
about you, but you’re merely a cross between a monkey and the 
domestique.” 

I dared point out to him that in poetry and painting alike (and I 
managed to think of a couple of musicians as well) men had tried to 
shake off the dust of tradition, but that it had only earned them the 
labels “symbolist” or “impressionist”—useful terms of abuse. 

“It’s only journalists doing their job who call them that,” continued 
Monsieur Croche unflinchingly. “That’s of no importance. Imbeciles 
can find something to ridicule in a fundamentally beautiful idea, and 
you can be certain there is more likely to be beauty in the work of those 
who have been ridiculed than in those who calmly trail along like 
sheep to the slaughterhouse for which they have been predestined. 

“Remain unique!... unblemished! Being too influenced by one’s 
milieu spoils an artist: in the end he becomes nothing but tbe expres¬ 
sion of his milieu. 

“Search for a discipline within freedom! Don’t let yourself be 
governed by formulae drawn from decadent philosophies: they are for 
the feeble-minded. Listen to no one’s advice except tbat of the wind in 
the trees. That can recount the whole history of mankind.. . 


Ibid., 47-48. 
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Questioning Basic Assumptions 


III the early twentieth century, perhaps to a greater extent than ever before in the 
history of music, composers began rethinking their art not merely from the stand¬ 
point of style and technique, but increasingly at the level of the most basic mate¬ 
rials and resources. This preoccupation has remained a dominant—perhaps it 
would not be too much to say the dominant—characteristic of twentieth-century 
musical thought. From this point of view one of the truest signs of the times in 
the first decade of the new century was Ferruccio Busoni’s Sketch of a New Aes¬ 
thetic of Music, a strange little pamphlet that appeared in 1906. Its author 
(1866-1924), a great pianist and respected composer of mixed Italian and Ger¬ 
man nationality, shows the roots of the early twentieth-century malaise to lie in 
Romantic strivings after the Infinite. The solution Busoni proposes, though ul¬ 
timately unfruitful, was typical of the time. Various redivisions of the octave 
were tried early in the century in hopes of renewing what were widely perceived 
as the exhausted potentialities of European music. Other parts of Busoni’s 
quirkily prophetic tract seem to presage electronic music, a medium that came 
into its own only after World War II. 

The creator should take over no traditional law in blind belief, for this 
would make him view his own creative endeavor, from the outset, as an 
exception contrasting with that law. For his individual case he should 
seek out and formulate individual laws, which, after the first complete 
realization, he should annul, that he himself may not be drawn into repe¬ 
titions when his next work shall be in the making. 

So narrow has our tonal range become, so stereotyped its form of 
expression, that nowadays there is not one familiar motive that cannot be 
fitted with some other familiar motive so that the two may be played si¬ 
multaneously. 

That which, within our present-day music, most nearly approaches 
the essential nature of the art, is the Rest and the Hold (Pause). Consum¬ 
mate players, improvisers, know how to employ these instruments of 
expression in loftier and ampler measure. The tense silence between 
two movements —in itself music, in this environment—leaves wider 
scope for divination than the more determinate, but therefore less elas¬ 
tic, sound. 

What we now call our Tonal System is nothing more than a set of 
“signs”; an ingenious device to grasp something of the eternal harmony; 
a meagre pocket-edition of that encyclopedic work; artificial light in¬ 
stead of the sun. We have divided the octave into twelve equidistant 
degrees, because we had to manage somehow, and have constructed our 
instruments in such a way that we can never get in above or below or be¬ 
tween them. Keyboard instruments, in particular, have so thoroughly 



422 


The Twentieth Century 


schooled our ears that we are no longer capable of hearing anything 
else—incapable of hearing except through this impure medium. Yet Na¬ 
ture created an infinite gradation — infinite! Who still knows it nowa¬ 
days? And within this duodecimal octave we have marked out a series of 
fixed intervals, seven in number, and founded thereon our entire art of 
music. What do I say— one series? Two such series, one for each leg: 
the Major and Minor Scales. 

Strange, that one shovdd feel major and minor as opposites. They both 
present the same face, now more joyous, now more serious; and a mere 
touch of the brush suffices to turn the one into the other. But when we 
recognize that major and minor form one Whole with a double meaning, 
and that the ‘Tour-and-twenty keys” are simply an elevenfold transposi¬ 
tion of the original twain, we arrive unconstrainedly at a perception of 
the UNITY of our system of keys (tonality). The conceptions of “related” 
and “foreign” keys vanish, and with them the entire intricate theory of 
degrees and relations. We possess one single key. But it is of the most 
meagre sort. 

However deeply rooted the attachment to the habitual, and inertia, 
may be in the ways and nature of humankind, in equal measure are 
energy, and opposition to the existing order, characteristic of all that has 
life. Nature has her wiles, and persuades man, obstinately opposed 
though he be to progress and change; Nature progresses continually and 
changes unremittingly, but with so even and unnoticeable a movement 
that men perceive only quiescence. Only on looking backward from a 
distance do they note with astonishment that they have been deceived. 

The Reformer of any given period excites irritation for the reason that 
his changes find men unprepared, and, above all, because these changes 
are appreciable. The Reformer, in comparison with Nature, is un¬ 
diplomatic; and, as a wholly logical consequence, his changes do not win 
general acceptance until Time, with subtle, imperceptible advance, has 
bridged over the leap of the self-assured leader. Yet we find cases in 
which the reformer marched abreast of the times, while the rest fell 
behind. And then they have to be forced and lashed to take the leap 
across the passage they have missed. I believe that the major-and-minor 
key with its transpositional relations, our “twelve-semitone system,” ex¬ 
hibits such a case of falling behind. 

That some few have already felt how the intervals of the Series of 
Seven might be differently arranged (graduated) is manifested in 
isolated passages by Liszt, and recently by Debussy and his following, 
and even by Richard Strauss. Strong impulse, longing, gifted instinct, all 
speak from these strains. Yet it does not appear to me that a conscious 
and orderly conception of this intensified means of expression has been 
formed by these composers. 

All signs presage a revolution, and a next step toward that “eternal 
harmony.” Let us onee again call to mind, that in this latter the gradation 
of the octave is infinite, and let us strive to draw a little nearer to infini- 
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tilde. The tripartite tone (third of a tone) has for some time been demand¬ 
ing admittanee, and we have left the eall unheeded. Whoever has experi¬ 
mented, like myself (in a modest way) with this interval, and introdueed 
(either with voice or with violin) two equidistant intermediate tones be¬ 
tween the extremes of a whole tone, schooling his ear and his precision 
of attack, will not have failed to discern that tripartite tones are wholly 
independent intervals with a pronounced character, and not to he con¬ 
founded with ill-tuned semitones. They form a refinement in chromatics 
based, as at present appears, on the whole-tone scale. Only a long and 
careful series of experiments, and a continued training of the ear, can 
render this unfamiliar material approachable and plastic for the coming 
generation, and for Art. 

And what a vista of fair hopes and dreamlike fancies is thus opened 
for them both! Who has not dreamt that he could float on air? and firmly 
believed his dream to be reality?—Let us take thought, how music may 
be restored to its primitive, natural essence; let us free it from architec¬ 
tonic, acoustic and aesthetic dogmas; let it be pure invention and sen¬ 
timent, in harmonies, in forms, in tone-colors (for invention and sen¬ 
timent are not the prerogative of melody alone); let it follow the line of 
the rainbow and vie with the clouds in breaking sunbeams; let Music be 
naught else than Nature mirrored by and reflected from the human 
breast; for it is sounding air and floats above and beyond the air; within 
Man himself as universally and absolutely as in Creation entire; for it 
can gather together and disperse without losing in intensity. 

Ferruccio Busoni, “Sketch of a New Aesthetic of Music,” trans. Theodore Baker, in Three 
Classics in the Aesthetics of Music (New York: Dover Publications, Inc. 1962), 88-95. 
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while European musicians philosophized on the need for renewal, an American 
insurance executive and part-time composer was actually putting some of their 
most outlandish speculations into practice. Charles Ives was anything but a 
musical philosopher, although he was often inspired in his compositions by the 
transcendentalist philosophy of Emerson and Thoreau. Rather, he approached 
musical innovation in the spirit of the “Yankee tinker,” much as he describes his 
father George Ives, a Civil War bandmaster and New England town musician. 
Responding above all to a natural curiosity, and unencumbered by the weight of 
a centuries-old tradition, Ives experimented freely with quarter-tones, poly¬ 
tonality, and polyrhythms at a time when such things were only being dimly 
imagined elsewhere. In the passage below, taken from an essay of 1925 called 



424 


The Twentieth Century 


“Some Quarter-Tone Impressions,” Ives seconds the “back-to-nature cry of 
Debussy and Busoni (see the preceding selections)—that is, man should try to 
break the arbitrary limits he himself has imposed through his musical habits on 
the infinite variety of sound. 

It will be centuries, at least generations, before man will discover all 
or even most of the value in a quarter-tone extension. And when he does, 
nature has plenty of other things up her sleeve. And it may be longer 
than we think before the ear will freely translate what it hears and in¬ 
stinctively arouse and amplify the spiritual consciousness. 

But that needn’t keep anyone from trying to find out how to use a few 
more of the myriads of sound waves nature has put around in the air (im¬ 
mune from the radio) for man to catch if he can and “perchance make 
himself a part with nature,” as Thoreau used to say. Even in the limited 
and awkward way of working with quarter-tones at present, transcendent 
things may be felt ahead—glimpses into further fields of thought and 
beauty. 

The assimilation of quarter-tones with what we have now into some 
reasonable and satisfactory basic plan will be, it seems to me, along har¬ 
monic lines, with the melodic coming as a kind of collateral, simulta¬ 
neously perhaps, and just as important, but very closely bound up with 
the former—in a sense, opposite to the way our present system has de¬ 
veloped. It seems to me that a pure quarter-tone melody needs a pure 
quarter-tone harmony not only to back it up but to help generate it. 

This idea may be due to a kind of family prejudice, for my father had a 
weakness for quarter-tones—in fact he didn’t stop even with them. He 
rigged up a contrivance to stietch 24 or more violin strings and tuned 
them up to suit the dictates of his own curiosity. He would pick out 
quarter-tone tunes and try to get the family to sing them, but I remember 
he gave that up except as a means of punishment—though we got to like 
some of the tunes which kept to the usual scale and had quarter-tone 
notes thrown in. But after working for some time he became sure that 
some quarter-tone chords must be learned before quarter-tone melodies 
would make much sense and become natural to the ear, and so for the 
voice. He started to apply a system of bows to be released by weights, 
which would sustain the chords, but in this process he was suppressed 
by the family and a few of the neighbors. A little later on he did some ex¬ 
perimenting with glasses and bells, and got some sounds as beautiful, 
sometimes, as they were funny—a complex that only children are old 
enough to appreciate. 

But I remember distinctly one impression (and this about 35 years 
ago). After getting used to hearing a piano piece when the upper melody, 
runs, etc., were filled out with quarter-tone notes (as a kind of ornamen¬ 
tation) when the piece was played on the piano alone there was a very 
keen sense of dissatisfaction—of something wanted but missing—a kind 
of sensation one has upon hearing a piano after a harpsichord. 
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Howaid Boatwright (ed.), Essays Before a Sonata, The Majority, and other Writings hy 
Charles Ives (New York: W. W. Norton & Company, Inc., 1970), 109-11. 


One of the salient features of Ives’s music—and one of the most controver- 
sial has always been his habit of quoting snatches of all sorts of “vernacular” 
music in all sorts of unexpected and occasionally outlandish contexts. Ives was 
not trying to found a style of art music on the characteristics of folk music, like 
certain European composers (e.g., Bartok—see below, p. 445). Rather, he was at¬ 
tempting to add a certain communicative dimension to his music through the es¬ 
sentially literary device of allusion. Below, in a passage typical of his blustery 
style, Ives tries to express his transcendental vision of the essence of music and 
the role of his quotations in realizing it. 

Exception has been taken by some (in other words there have been 
criticisms, often severe) to my using, as bases for themes, suggestions of 
old hymns, occasional tunes of past generations, etc. As one routine- 
minded professor told me, “In music they should have no place. Imag¬ 
ine, in a symphony, hearing suggestions of street tunes like Marching 
Through Georgia ora Moody and Sankey hymn!”—etc. Well, I’ll say two 
things here: I) That nice professor of music is a musical lily-pad. He 
never took a chance at himself, or took one coming or going. 2) His 
opinion is based on something he’d probably never heard, seen, or expe¬ 
rienced. He knows little of how these things sounded when they came 
“blam” off a real man’s chest. It was the way this music was sung that 
made them big or little—and I had the chance of hearing them big. And 
it wasn’t the music that did it, and it wasn’t the words that did it, and it 
wasn’t the sounds (whatever they were—transcendent, peculiar, bad, 
some beautifully unmusical)—but they were sung “like the rocks were 
grown.” The singers weren’t singers, but they knew what they were 
doing—it all came from something felt, way down and way up—a man’s 
experience of men! 

Once a nice young man (his musical sense having been limited by 
three years’ intensive study at the Boston Conservatory) said to Father, 
“How can you stand it to hear old John Bell (the best stone-mason in 
town) sing?” (as he used to at Camp Meetings). Father said, “He is a 
supreme musician.” The young man (nice and educated) was hor¬ 
rified—“Why, he sings off the key, the wrong notes and everything—and 
that horrible, raucous voice—and he bellows out and hits notes no one 
else does—it’s awful!” Father said, “Watch him closely and reverently, 
look into his face and hear the music of the ages. Don’t pay too much at¬ 
tention to the sounds—for if you do, you may miss the music. You won’t 
get a wild, heroic ride to heaven on pretty little sounds.” 

I remember, when I was a boy—at the outdoor Camp Meeting ser¬ 
vices in Redding, all the farmers, their families and field hands, for miles 
around, would come afoot or in their farm wagons. I remember how the 
great waves of sound used to come through the trees—when things like 
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Beulah Land, Woodworth, Nearer My God To Thee, The Shining Shore, 
Nettleton, In the Sweet Bye and Bye and the like were sung by 
thousands of “let out” souls. The inusie notes and words on paper were 
about as niueh like what they “were” (at those moments) as the mono¬ 
gram on a man’s neektie may be like his faee. Father, who led the sing¬ 
ing, sometimes with his eornet or his voiee, sometimes with both voiee 
and arms, and sometimes in the quieter hymns with a Freneh horn or vi¬ 
olin, would always eneourage the people to sing their own way. Most of 
them knew the words and musie (theirs) by heart, and sang it that way. If 
they threw the poet or the eomposer around a bit, so mueh the better for 
the poetry and the music. There was power and exaltation in these great 
conclaves of sound from humanity. I’ve heard the same hymns played by 
nice celebrated organists and sung by highly known singers in beauti¬ 
fully upholstered churches, and in the process everything in the music 
was emasculated—precise (usually too fast) even time—^“ta ta” down- 
left-right-up—pretty voices, etc. They take a mountain and make a 
sponge cake of it, and sometimes, as a result, one of these commercial 
travellers gets a nice job at the Metropolitan. Today apparently even 
the Camp Meetings are getting easy-bodied and commercialized. There 
are not many more of them here in the east, and what is told of some of 
those that still survive, such as Amy McPherson & Co., seems but a 
form of easy entertainment and silk cushions—far different from the 
days of the “stone-fielders.” 

Charles Ives* Memos, ed. John Kirkpatrick (New York: W. W. Norton & Company, Inc., 
1972), 131-33. Copyright © 1972 the American Academy and Institute of Arts and Let¬ 
ters. Reprinted by permission. 
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Where Impressionism had at its core an attitude of objectivity (for instance, 
Debussy’s many nature-pictures in tone, especially bis orchestral triptych La 
Mer), some of the turn-of-the-century avant-garde was concerned with quite the 
opposite: a newly intensified subjectivism in which the content of art was mood 
and emotion pushed to irrationally wild and violent extremes. This last gasp of 
Romanticism, known as Expressionism, had its musical seat in Vienna, which 
was by no means coincidentally also the seat of the burgeoning psychoanalytic 
movement. One might go so far as to characterize Expressionism as the explora¬ 
tion of the human unconscious through art. Its central musical exponent was Ar¬ 
nold Schoenberg (1874-1951), who was moved by the Expressionistic ideal to 




Arnold Schoenherg^ "'Red Gaze'' (1910). Like a few other composers (Mendels¬ 
sohn, Gershwin), Schoenberg painted on the side. Moreover, his paintings 
were fully representative of his avant-garde aesthetic leanings. The haunting 
‘‘Red Gaze'' (so called because of its original monochromatic color scheme) is 
as full-fledged a representative of German Expressionism as are his Five Pieces 
for Orchestra^ composed a few years later. Munich, Lenhachhaus. Used by per- 
mission of Belmont Music Piihlisliers, Los Angeles, California 90049, 
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write music of such an unprecedented and “irrational” complexity that he con¬ 
fessed himself as little able as anyone else to “analyze” his works—a remarkable 
avowal of the “unconscious” wellsprings of inspiration. In the two passages 
given below—the first from a letter to Richard Strauss, the second a program note 
dictated to a follower, Walter Krug—Schoenberg describes his Five Pieces for 
Orchestra, op. 16 (1909; first performed in 1912), one of the most representative 
Expressionist compositions, and one of the earliest in which Schoenberg wrote 
music that may be fairly described as “atonal.” 

The greatest diffieulty in performing these pieees is that this time it is 
really impossible to read the seore. It would be almost imperative to per¬ 
form them through blind faith. I ean promise you something really colos¬ 
sal, especially in sound and mood. For that is what they are all about— 
completely unsymphonic, devoid of architecture or construction, just an 
uninterrupted change of colors, rhythms and moods. 

This music seeks to express all that swells in us subconsciously like a 
dream; which is a great fluctuant power, and is built upon none of the 
lines that are familiar to us; which has a rhythm, as blood has its pulsat¬ 
ing rhythm, as all life in us has its rhythm; which has a tonality, but only 
as the sea or the storm has its tonality; which has harmonies, though we 
cannot grasp or analyze them nor can we trace its themes. All its tech¬ 
nical craft is submerged, made one and indivisible with the content of 
the work. 

Nicolas Slonimsky (ed.), Music Since 1900, 4th ed. (New York: Charles Scribner’s Sons, 
1971), 207. Trans. Nicolas Slonimsky. Copyright © 1971 Nicolas Slonimsky. Reprinted 
with the permission of Charles Scribner’s Sons. 

The unfriendliness with which such music was received by its early audiences is 
suggested by some of the reviews that greeted the Five Pieces in the London 
press after the first performance there on 3 September 1912, and, more dismay¬ 
ingly, by the account given by Egon Wellesz (1885—1975)—one of Schoenberg’s 
pupils and later a distinguished composer and musical scholar—of a concert in 
Vienna the next year at which music by the '‘New Viennese School” was 
premiered under Schoenberg’s baton. 


London Times, 4 September 1912 

It was like a poem in Tibetan; not one single soul could possibly have 
understood it at a first hearing. We can, after all, only progress from the 
known to the unknown; and as the program writer, who had every reason 
to know, said, there was not a single consonance from beginning to end. 
Under such circumstances the listener was like a dweller in Flatland 
straining his mind to understand the ways of that mysterious occupant of 
three dimensions, man. 
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London Daily Mail, 7 September 1912 

Arnold Schoenberg evidently revels in the bizarre. According to Dr. 
Anton von Webern [see below, p. 433], his music “contains the experi¬ 
ence of his emotional life,” and that experience must have been of a 
strange, not to say unpleasant character. Is it really honest music or 
merely a pose? We are inclined to think the latter. If music at all, it is 
music of the future, and we hope, of a distant one. 


London Daily News, 4 September 1912 

Imagine the scene of the bleating sbeep in Don Quixote, the sacrificial 
procession in Elektra, and the scene of the opponents in Heldenleben 
[all famously dissonant passages in works by Richard Strauss ], all 
played together, and you will have a faint idea of Schoenberg’s idea of 
orchestral color and harmony. As to theme or subject, it must be sup¬ 
posed that he would consider it an insult to be told that he has any traffic 
with such things. The pieces have no program or poetic basis. We must 
be content with the composer’s own assertion that he has depicted his 
own experiences, for which he has our heartfelt sympathy. 


Nation, September 1912 (by Ernest Newman) 

It is not often that an English audience hisses the music it does not like; 
but a good third of the people the other day permitted themselves that 
luxury after the performance of the five orchestral pieces of Schoenberg. 
Another third of the audience was not hissing because it was laughing, 
and the remaining third seemed too puzzled either to laugh or to hiss. 
Nevertheless, I take leave to suggest that Schoenberg is not the mere 
fool or madman that he is generally supposed to be. May it not be that 
the new composer sees a logic in certain tonal relations that to the rest of 
us seem chaos at present, but the coherence of which may be clear 
enough to us all some day? 


Ibid, 207-208. 


In order to do something for his pupils Anton von Webern and Alban 
Berg, Schoenberg decided to conduct an orchestral concert that was to 
be given under the auspices of the the Academic Society for Literature 
and Music. It took place on 31 March 1913 in the large hall of the Musik- 
verein, and included orchestral pieces by Webeni, Schoenberg’s 
Chamber Symphony, orchestral songs by [Alexander von] Zemlinsky 
[1872-1942] and Alban Berg, and the Kindertotenlieder by Mahler. Ap¬ 
parently one section of the public had come with the intention of creat¬ 
ing a scene, for one saw many people, including operetta composers, who 
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had held themselves aloof from performances of modern music. Even 
during Webern’s orchestra pieces and Schoenberg’s Chamber Sym¬ 
phony there arose an altercation between students, who were enthusi¬ 
astically applauding, and certain people who sought to disturb the per¬ 
formance by shouts and hisses. When it came to the songs by Berg, how¬ 
ever, the noise was so great that one could scarcely hear anything at all. 
In these circumstances, Schoenberg wanted to discontinue his conduct¬ 
ing, but he nevertheless yielded to persuasion; so he made a request, 
through the superintendent of the Academic Society, that at least the 
songs of Mahler might be received with the “fitting quiet and respect 
due to the composer.” 

As a result of this appeal, several people, who up to that point had dis¬ 
turbed the concert in the most inconsiderate manner conceivable, ap¬ 
parently felt offended and scenes followed which I will not attempt to 
describe. The performance ended in a wild struggle in which blows 
were exchanged. It found its echo in the law courts, where a well-known 
operetta composer, called as a witness, said, “Well, I laughed myself, 
and why shouldn’t one laugh at what is obviously funny?” And another, 
a practicing doctor, declared that the effect of the music was “for a cer¬ 
tain section of the public, so nervewracking, and therefore so harmful for 
the nei*vous system, that many who were present already showed obvi¬ 
ous signs of severe attacks of neurosis.” 

I do not mention this matter merely to give to a purely local affair an 
importance it does not deserve—later there were similar scenes in the 
performances of Schoenberg’s works, for instance, at the performance of 
the Five Pieces for Orchestra in Paris in the spring of 1922—but in order 
to make it clear that, in these circumstances, Schoenberg could not wish 
to expose himself to such scenes. He became more reserved and more 
aloof from the world than ever, and it was only with the utmost difficulty 
that one could persuade him to allow his works to be performed. 

Egon Wellesz, Ar/toW Schanberg, trans. W. H. Kerridge (London: J. M. Dent, 1921), 34-35. 
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As a result of the humiliating reception accorded his music and that of his pupils 
and colleagues, Schoenberg effected a retreat from public concert life. For 
perhaps the first time a musician of the front rank not only acknowledged, but 
sought actively to abet, the split that was emerging between “advanced” music 
and the public to which artists had turned for support since the middle of the 
eighteenth century. This has been one of the central problems of twentieth-cen- 
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tury art; the development of music that—taking its cue trom science and scholar¬ 
ship deliberately addresses itself to a narrow circle of professionals and initi¬ 
ates. The alienation of the creative artist from society, raising thorny questions of 
aesthetic and social value, is a theme to which our twentieth-century readings 
will frequently return. Below we give one of the prime documents of this alien¬ 
ation: the Statement of Aims written by Alban Berg (over Schoenberg’s signa¬ 
ture) for the idealistic Society for Private Musical Performances in Vienna, in 
which the avant-garde’s retreat was forthrightly announced. 

The Society was founded in November, 1918, for the purpose of 
enabling Arnold Schoenberg to carry out his plan to give artists and 
music-lovers a real and exact knowledge of modern music. 

The attitude of the public towards modern music is affected to an im¬ 
mense degree by the circumstance that the impression it receives from 
that music is inevitably one of obscurity. Aim, tendency, intention, scope 
and manner of expression, value, essence, and goal, all are obscure; most 
performances of it lack clarity; and specially lacking in lucidity is the 
public’s consciousness of its own needs and wishes. All works are 
therefore valued, considered, judged and lauded, or else misjudged, at¬ 
tacked, and rejected, exclusively upon the basis of one effect which all 
convey equally—that of obscurity. 

This situation can in the long run satisfy no one whose opinion is 
worthy of consideration, neither the serious composer nor the thoughtful 
member of an audience. To bring light into this darkness and thus fulfill 
a justifiable need and desire was one of the motives that led Arnold 
Schoenberg to found this society. 

To attain this goal three things are necessary: 

1. Clear, well-reheaised perfoimances. 

2. Frequent repetitions. 

3. The performances must be removed from the corrupting influence 
of publicity; that is, they must not be directed toward the winning 
of competitions and must be unaccompanied by applause, or dem¬ 
onstrations of disapproval. 

Herein lies the essential difference revealed by a comparison of the 
Society’s aims with those of the everyday concert world, from which it is 
quite distinct in principle. Although it may be possible, in preparing a 
work for performance, to get along with the strictly limited and always 
insufficient number of rehearsals hitherto available, for better or worse 
(usually the latter), yet for the Society the number of rehearsals allotted 
to works to be performed will be limited only by the attainment of the 
greatest possible clarity and by the fulfillment of all the composer’s inten¬ 
tions as revealed in his work. And if the attainment of these minimum 
requirements for good performance should necessitate a number of re¬ 
hearsals that cannot be afforded (as was the case, for example, with a 
symphony of Mahler, which received its first performance after twelve 
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four-hour rehearsals and was repeated after two more), then the work 
concerned should not, and will not, be performed by the Society. 

In the rehearsal of new works, the performers will be chosen prefera¬ 
bly from among the younger and less well-known artists, who place 
themselves at the Society’s disposal out of interest in the cause; artists of 
high-priced reputation will be used only so far as the music demands 
and permits; and moreover that kind of virtuosity will be shunned which 
makes of the work to be performed not the end in itself but merely a 
means to an end which is not the Society’s, namely, the display of irrele¬ 
vant virtuosity and individuality, and the attainment of a purely personal 
success. Such things will be rendered automatically impossible by the 
exclusion (already mentioned) of all demonstrations of applause, disap¬ 
proval, and thanks. The only success that an artist can have here is that 
(which should be most important to him) of having made the work, and 
therewith its composer, intelligible. 

While such thoroughly rehearsed performances are a guarantee that 
each work will be enabled to make itself rightly understood, an even 
more effective means to this end is given to the Society through the in¬ 
novation of weekly meetings and by frequent repetitions of every work. 
Moreover, to ensure equal attendance at each meeting, the program will 
not be made known beforehand. 

Only through the fulfillment of these two requirements—thorough 
preparation and frequent repetition—can clarity take the place of the 
obscurity which used to be the only impression remaining after a solitary 
performance; only thus can an audience establish an attitude towards a 
modern work that bears any relation to its composer’s intention, com¬ 
pletely absorb its style and idiom, and achieve that intimacy that is to be 
gained only through direct study—an intimacy with which the concert¬ 
going public can be credited only with respect to the most frequently 
performed classics. 

The third condition for the attainment of the aims of the Society is 
that the performances shall be in all respects private; that guests (foreign 
visitors excepted) shall not be admitted, and that members shall be 
obligated to abstain from giving any public report of tbe performances 
and other activities of the Society, and especially not to write or inspire 
any criticisms, notices, or discussions of them in periodicals. 

This rule, that the sessions shall not be publicized, is made necessary 
by the semi-pedagogic activities of the Society and is in harmony with its 
tendency to benefit musical works solely through good performance and 
thus simply through the good effect made by the music itself. Pro¬ 
paganda for works and their composers is not the aim of the Society. 

(Signed) President: Arnold Schoenberg, 16 February 1919 

Nicolas Slonimsky (ed.), Music Since 1900, 4th ed. (New York: Charles Scribner’s Sons, 
1971), 1307-1308. Trans. Stephen Somervelle. Copyright © 1971 Nicolas Slonimsky. 
Reprinted with the permission of Charles Scribner’s Sons. 
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The Death of Tonality? 


Schoenberg s early atonal works created a new crisis in music. By cutting his 
music loose from its moorings in major-minor tonality, Schoenberg set his art 
adrift in a sea of limitless possibilities. The infinity of choice was paralyzing. 
Schoenberg s pupil Anton Webern (1883-1945), in an extract from a series of lec¬ 
tures he gave in the early 1930s, conveys breathtakingly both the exhilaration of 
the new musical freedom and the desperate search for a new theoretical frame¬ 
work to justify it. What was needed was a new musical ‘daw” that could serve as a 
guide to compositional practice as the tonal system had served in the past, and 
that would once again make the construction of coherent large-scale works possi¬ 
ble. The result of this quest was the twelve-tone system, which was formulated 
by Schoenberg shortly after World War I, and which was brought to its greatest 
peak of creative fruition, in the opinion of many, by Webern. Needless to say, the 
confidence with which Webern describes the “death” of tonality was not widely 
shared at the time, and of all the twentieth-century musical innovations, the 
twelve-tone system was and has perhaps remained the most controversial. 

Now I should like to cast a quick glance at the extension of the tonal 
field. Why do I talk so much about it? Because for the last quarter of a 
century major and minor have no longer existed! Only, most people still 
do not know. It was so attractive to fly ever further into the remotest tonal 
regions, and then to slip back again into the warm nest, the original key! 
And suddenly one did not come back—such a loose chord is so ambigu¬ 
ous ! It was a fine feeling to draw in one’s wings; but in the end one found 
it was no longer so neeessary to return to the keynote. Until Beethoven 
and Brahms, one didn’t really get any further—hut then a eomposer ap¬ 
peared who blew the whole thing apart; Wagner. And then Bruckner and 
Hugo Wolf; and Richard Strauss also came and had his turn—very 
ingenious!—and many others; and that was the end of major and minor. 

Summing up, I would say: just as the church modes disappeared and 
gave way to only two modes, so these two have also disappeared and 
made way fora single series: the chromatic scale. Relation to a keynote 
—tonality—has been lost. The relationship to a keynote had given 
older structures an essential foundation. It helped to build their form, in 
i a certain sense it produced unity. This relation to a keynote was the es- 
: sence of tonality. As a result of all the events mentioned, this rela- 
I tionship first became less necessary and then disappeared altogether. 

. Harmonic complexes arose, of a kind that made the relationship to a key- 
I note superfluous. All this happened between Wagner and Schoenberg, 

' whose first works were still tonal. Relationship to a keynote became ever 
I looser. This produced a state in which one could finally dispense with 
f the keynote. The possibility of rapid modulation has nothing to do with 
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this development; in fact just because all this happened in order to safe¬ 
guard the keynote—to extend tonality—precisely because we took steps 
to preserve tonality—we broke its neck! 

I go out into the hall to knock in a nail. On my way there, I decide I 
would rather go out. I obey the impulse, get into a train, come to a 
railway station, go on travelling and finally end up—in America! That is 
modulation! 

In this musical material new laws have come into force, tvhich have 
made it impossible for a piece to he described as being in one key or 
another. It was so ambiguous. Things have asserted themselves, which 
made this ‘‘key” simply impossible. We have sensed that the frequent 
repetition of a note, either directly or in the course of the piece, in some 
way “got its own back,” that this note “came through.” It had to be given 
its due—that was still possible at this stage; but it proved disturbing, for 
example, if one note occurred a number of times during some run of all 
twelve. The movement of the individual parts in a polyphonic texture 
happened chromatically, and no longer in the sense of major or minor. 
Schoenberg said, “The most important thing in composing is an eraser!” 
It was a matter of constant testing: “Are these chord progressions the 
right ones? Am I putting down what I mean? Is the right form emerg¬ 
ing?” 

What has happened? I can only relate something from my own expe¬ 
rience: About 1911 I wrote the Bagatelles for String Quartet (op. 9), all 
very short pieces; perhaps the shortest music so far. I had the feeling 
here that when all twelve notes had gone by, the piece was over. Much 
later I discovered that all this was part of a necessary development. In 
my sketch-book I wrote out the chromatic scale and crossed off individ¬ 
ual notes. Why? Because I had convinced myself: this note has been 
there already. It sounds grotesque, incomprehensible, and it was 
unbelievably difficult. The inner ear decided quite rightly that the man 
who wrote out the chromatic scale and crossed off individual notes was 
no fool. In short: a law emerged; until all twelve notes have occurred, 
none may be repeated. The most important thing is that the single rota¬ 
tion of the twelve notes marked a division within the piece, idea or 
theme. 

All the works created between the disappearance of tonality and the 
formulation of the new twelve-tone law were short, strikingly short. The 
longer works written at that time were linked to a text which carried 
them (Sehoenberg’s Erivartung and Die Gluckliche Hand, Berg’s Woz- 
zeck), i.e., really with something extramusical. With the abandonment of 
tonality the most important means of building up longer pieces was lost. 
For tonality was supremely important in producing self-contained forms. 
It seemed as if the light had been put out! (At least, this is how it strikes 
us today.) At that time everything was in a state of flux—uncertain, dark; 
very stimulating and exciting, so that there was no time to notice the loss. 


Arnold Schoenberg!, on Composition with Twelve Tones 


435 


Only when Schoenberg gave expression to the law were larger forms 
again possible. 

Adherence to the row is strict, often burdensome—but it is salvation! 
The dissolution of tonality wasn't our fault—and we did not create the 
new law ourselves; it forced itself overwhelmingly upon us. The com¬ 
mitment is so powerful that one must consider very carefully before fi¬ 
nally entering into it. . . almost as if one took the decision to marry; a dif¬ 
ficult moment! Trust your inspiration! There is no alternative. 

Anton Webern, “Towards a New Music," in Willi Reich (ed.), The Path to New Music, trans. 
Leo Black (Totawa, NJ.: European American Music, 1963), 590-92. Copyright © 1963; 
copyright assigned to Universal Edition Publishing, Inc., New Jersey. All rights reserved. 
Used by permission of European American Music Distributors Corporation, sole U.S. 
agent for Universal Edition Publishing, Inc. 
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Arnold Schoenberg on Composition 
with Twelve Tones 


From the pen of its inventor vve have this description of the twelve-tone tech¬ 
nique together with a brief account of its gradual formulation. What emerges 
most forcefully from this little essay—written around 1948 in English, a lan¬ 
guage Schoenberg never completely mastered—is his burning conviction of the 
historical legitimacy and necessity of his discovery, as well as its original motiva¬ 
tion as a means of achieving long-range coherence in the absence of tonality's 
all-governing harmonic relationships. Omitted from the essay as given here 
are a few passages of rather petulant polemic against Josef Matthias Hauer 
(1883-1959), a Viennese composer who claimed to have beaten Schoenberg to 
the formulation of the twelve-tone technique (he called his method “Tropen"). 
Whatever the merits of Hauer's case for priority, and however much it may have 
nettled Schoenberg, there can be no doubt that it was Schoenberg, not Hauer, 
who (together with his pupils) made twelve-tone music a viable and genuinely 
significant creative development. 

The method of composing with twelve tones purports reinstatement 
of the effects formerly furnished by the structural functions of harmony. 
It cannot replace all that harmony has performed in music from 
Bach—and his predecessors—unto our time: limitation, subdivision, 
connection, junction, association, unification, opposition, contrast, varia¬ 
tion, culmination, declination, ebbing, liquidation, etc. It also cannot 
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exert influences of similar ways on the inner organization of the smaller 
segments, of which the greater divisions and the whole work consists. 

But in works of Strauss, Mahler and, even more, Debussy, one can al¬ 
ready observe reasons for the advance of new formal techniques. Here it 
is already doubtful, as I have shown in my Harmonielehre [Harmony 
Textbook, 1911], whether there is a tonic in power which has control 
over all these centrifugal tendencies of the harmonies. Certainly, there 
are still methods employed to establish a tonality, there are even 
cadences concluding sections which move into the most remote rela¬ 
tions of a tonality. But the problem is not whether this number of tonali¬ 
ties can still admit unification, but whether they are controlled by a 
center of gravitation which has the power to permit their going astray 
because it also has the power of recalling them. It is quite obvious to the 
analyst that here compositorial methods have been in function which 
substitute for the missing power of harmony. 

This proves that harmony also in times preceding these masters 
never had the task of accomplishing all these structural techniques 
alone, by its own power. There were always several powers at work to 
produce themes, melodies, and all the larger sections of which a com¬ 
position consists: the manifold forms of crystallization of intervals and 
rhythms in their relation to accented or unaccented beats of the measure. 

This also proves that many composers working with twelve tones are 
mistaken when they expect too much from the mere application of a set 
of twelve tones. This alone could not create music. Doubtless these 
other formative forces which produce the configurations and variations 
are even more important. And the history of music shows that harmony 
was the last contribution to music at a time when there was already great 
development in existence of melody and rhythm. 

The construction of a basic set of twelve tones derives from the inten¬ 
tion to postpone the repetition of every tone as long as possible. I have 
stated in my Harmonielehre that the emphasis given to a tone by a 
premature repetition is capable of heightening it to the rank of a tonic. 
But the regular application of a set of twelve tones emphasizes all the 
other tones in the same manner, thus depriving one single tone of the 
privilege of supremacy. It seemed in the first stages immensely im¬ 
portant to avoid a similarity with tonality. The feeling was correct that 
those free combinations of simultaneously sounding tones—those 
“chords”—would fit into a tonality. Today’s ear has become as tolerant 
to these dissonances as musicians were to Mozart’s dissonances. It is in 
fact correct to contend that the emancipation of the dissonance is at 
present accomplished and that twelve-tone music in the near future will 
no longer be rejected because of “discords.” 

The other function is the unifying effect of the set. Through the 
necessity of using besides the basic set, its retrograde, its inversion, and 
its retrograde inversion, the repetition of tones will occur oftener than 
expected. But every tone appears always in the neighborhood of two 
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other tones in an unchanging combination which produces an intimate 
relationship most similar to the relationship of a third and a fifth to its 
root. It is, of course, a mere relation, but its recurrence can produce psy¬ 
chological effects of a great resemblance to those closer relations. 

Such features will appear in every motif, in every theme, in every 
melody and, though rhythm and phrasing might make it distinctly 
another melody, it will still have some relationship with all the rest. The 
unification is here also the result of the relation to a common factor. 

The third advantage of composition with a set of twelve tones is that 
the appearance of dissonances is regulated. Dissonances are not used 
here as in many other contemporary compositions as an addition to make 
consonances more “spicy.” For the appearance of such dissonant tones 
there is no conceivable rule, no logic, and no other justification than the 
dictatorship of taste. If dissonances other than the catalogued ones are 
admitted at all in music, it seems that the way of referring them all to the 
order of the basic set is the most logical and controllable procedure 
toward this end. 

This seems to be the appropriate opportunity to tell about the way I 
arrived at my method. 

Ever since 1906-8, when I had started writing compositions which 
led to the abandonment of tonality, I had been busy finding methods to 
replace the structural functions of harmony. Nevertheless, my first dis¬ 
tinct step toward this goal occurred only in 1915. I had made plans for a 
great symphony of which Die Jakobsleiter should be the last movement. 

I had sketched many themes, among them one for a scherzo which con¬ 
sisted of all twelve tones. My next step in this direction—in the mean¬ 
time I had been in the Austrian army—occurred in 1917, when I started 
to compose Die Jakobsleiter. I had contrived the plan to provide for uni¬ 
ty—which was always my main motive: to build all the main themes of 
the whole oratorio from a row of six tones—C-sharp, D, E, F, G, A-flat. 
These were probably the six notes with which the composition began, in 
the following order: C-sharp, D, F, E, A-flat, G. When I built the main 
themes from these six tones I did not bind myself to the order of their 
first appearance. I was still at this time far away from the methodical 
application of a set. Still I believe that also this idea offered the promise 
of unity to a certain degree. Of course, in order to build up a work of the 
length of [the opera] Moses und Aron from one single set, a technique 
had to be developed, or rather the fear that this would not succeed had to 
be conquered. That took several years. 

Before I wrote my first strict composition with twelve tones—in 
1921—I had still to pass through several stages. This can be noticed in 
two works which I had partly written preceding the Piano Suite, op. 
25—partly even in 1919, the Five Piano Pieces, op. 23, and the Serenade, 
op. 24. In both these works there are parts composed in 1922 and 1923 
which are strict twelve-tone compositions. But the rest represent the 
aforementioned stages. 
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In my workshop language, when I talked to myself, I called this 
procedure “working with tones of the motif.” This was ohviosuly an ex¬ 
ercise indispensable for the acquisition of a technique to conquer the ob¬ 
stacles which a set of twelve tones opposes to a free production of fluent 
writing. Similarly, as in the case of Die Jakobsleiter, here also all main 
themes had to be transformations of the first phrase. Already here the 
basic motif was not only productive in furnishing new motif-forms 
through developing variations, but also in producing more remote 
formulations based on the unifying effect of one common factor: the rep¬ 
etition of tonal and intervallic relationships. 

It is quite easy to repeat a basic set in one or more voices over and 
over again. There is no merit in writing canons of two or more voices; 
even the writing of whole fugues is a little too easy under these circum¬ 
stances. Composing of these forms in which the highest achievement has 
already been reached by composers whose form of expression was that of 
contrapuntal combinations should only be undertaken, for instance, if a 
composer feels he must calm down a sort of nostalgic longing for old- 
time beauty, or because in the course of a huge work one of the parts 
must be in old style. 

Arnold Schoenberg, Style and Idea, ed. Leonard Stein (New York: St. Mai1:in’.s Press, 
1975), 245-49. Reprinted by permission of Faber and Faber Ltd., London. 


129 

The Rite of Spring 


Quite the mo.st speetacular “event” in the history of the early tvventieth-eentury 
musical avant-garde was the premiere of the ballet The Rite of Spring (Le Sacre 
du Printemps) by the young Igor Stravinsky (1882—1971), who was then a staff 
composer for Sergei Diaghilev’s Ballets Russes. A musical evocation of the fertil¬ 
ity rites of ancient, pagan Russia, this was a work calculated to set the musical 
world on its ear. Its freedom of dissonance, the crashing force of its “bar baric” 
orchestratiorr, arrd above all its hirgely resourceful imrovatiorrs in asyirrrnetrical 
rhythm, made the work at once bewildering and irresistibly exciting to its early 
audiences. The result was a historic near-riot at the first peiforrrrance, which took 
place in Paris on 29 May 1913. Below, we give a quartet of readings on this ex¬ 
traordinary work, beginning with an article that appeared over Stravirrsky’s iranre 
in a Paris art magazine on the day of the premiere. Stravinsky attempted on 
numerous srrbsequent occasions to disavow the piece, but letters exist that con¬ 
firm his authorship beyond doubt. It conveys vividly Stravirrsky’s own attitude 
towards his greatest work at the time of its cornpositiorr. 
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The Rite of Spring. In this brilliant caricature made by Jean Cocteau in the year 
of the premiere, Stravinsky bangs out his ballet at the keyboard and conjures up 
the ancient elders, youths, and virgins that people it, including the sacrificial 
dancer at the top. All are rendered with a “cubist” angidarity that conveys some¬ 
thing of the brusque primitivism of the music. 


What I Wished to Express in “The Rite of Spring” 

Some years ago the Parisian publie was kind enough to reeeive favorably 
my Firebird and Petrushka. My friends have noted the evolution of the 
underlying idea, whieh passes from the fantastic fable of one of these 
works to the purely human generalization of the other. I fear that “The 
Rite of Spring,” in which I appeal neither to the spirit of fairy tales nor to 
human joy and grief, but in whieb I strive towards a somewhat greater 
abstraction, may confuse those who have until now manifested a 
precious sympathy towards me. 

In “The Rite of Spring” I wished to express the sublime uprising of 
Nature renewing herself— the whole pantheistic uprising of the univer¬ 
sal harvest. 

In the Prelude, before the curtain rises, I have confided to my orches- 
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tra the great fear which weighs on every sensitive soul confronted with 
potentialities, the “thing in one’s self,” which may increase and develop 
infinitely. A feeble flute tone may contain potentiality, spreading 
throughout the orchestra. It is the obscure and immense sensation of 
which all things are conscious when Nature renews its forms; it is the 
vague and profound uneasiness of a universal puberty. Even in my 
orchestration and my melodic development I have sought to define it. 

The whole Prelude is based upon a continuous “mezzo forte.” The 
melody develops in a horizontal line that only masses of instruments (the 
intense dynamic power of the orchestra and not the melodic line itself) 
increase or diminish. In consequence, I have not given this melody to 
the strings, which are too symbolic and representative of the human 
voice; with the crescendi and diminuendi, I have brought forward the 
wind instruments which have a drier tone, which are more precise, less 
endowed with facile expression, and on this account more suitable for 
my purpose. 

In short, I have tried to express in this Prelude the fear of nature 
before the arising of beauty, a sacred terror at the midday sun, a sort of 
pagan cry. The musical material itself swells, enlarges, expands. Each 
instrument is like a bud which grows on the bark of an aged tree; it 
becomes part of an imposing whole. And the whole orchestra, all this 
massing of instruments, should have the significance of the Birth of 
Spring. 

In the first scene, some adolescent boys appear with a very old 
woman, whose age and even whose century is unknown, who knows the 
secrets of nature, and teaches her sons Divination. She runs, bent over 
the earth, half-woman, half-beast. The adolescents at her side are Augurs 
of Spring, who mark in their steps the rhythm of spring, the pulse-beat of 
spring. 

During this time the adolescent girls come from the river. They form 
a circle which mingles with the boys’ circle. They are not entirely 
formed beings; their sex is single and double like that of the tree. The 
groups mingle, but in their rhythms one feels the cataclysm of groups 
about to form. In fact they divide right and left. It is the realization of 
form, the synthesis of rhythms, and the thing formed produces a new 
rhythm. 

The groups separate and compete, messengers come from one to the 
other and they quarrel. It is the defining of forces through struggle, that 
is to say through games. But a Procession arrives. It is the Saint, the Sage, 
the Pontifex, the oldest of the clan. All are seized with terror. The Sage 
gives a benediction to the Earth, stretched flat, his arms and legs 
stretched out, becoming one with the soil. His benediction is as a signal 
for an eruption of rhythm. Each, covering his head, runs in spirals, pour¬ 
ing forth in numbers, like the new energies of nature. It is the Dance of 
the Earth. 
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The second scene begins with an obscure game of the adolescent 
girls. At the beginning, a musical picture is based upon a song which ac¬ 
companies the young girls’ dances. The latter mark in their dance the 
place where the Elect will be confined, and whence she cannot move. 
The Elect is she whom the Spring is to consecrate, and who will give 
back to Spring the force that youth has taken from it. 

The young girls dance about the Elect, a sort of glorification. Then 
comes the purification of the soil and the Evocation of the Ancestors. 
The Ancestors gather around the Elect, who begins the “Dance of Con¬ 
secration.” When she is on the point of falling exhausted, the Ancestors 
recognize it and glide toward her like rapacious monsters in order that 
she may not touch the ground; they pick her up and raise her toward 
heaven. The annual cycle of forces which are born again, and which fall 
again into the bosom of nature, is accomplished in its essential rhythms. 

I am happy to have found in [Vaslav] Nijinsky the ideal choreogra¬ 
phic collaborator, and in [Nicholas] Roerich the creator of the decora¬ 
tive atmosphere for this work of faith. 

Boston Evening Transcript, 12 February 1916, trans. Edward Burlingame Hill. 


As for the premiere, an eyewitness account by the American writer Carl Van 
Vechten can hardly be bettered for its immediacy and atmosphere. 

My personal impressions of Stravinsky’s music and its effect on me 
are very strong. I attended the first performance in Paris of his anarchis¬ 
tic (against the canons of academic art) ballet. The Sacrifice to the Spring, 
in which primitive emotions are both depicted and aroused by a depen¬ 
dence on barbarous rhythm, in which melody and harmony, as even so 
late a composer as Richard Strauss understands them, do not enter. A 
certain part of the audience, thrilled by what it considered a blasphe¬ 
mous attempt to destroy music as an art, and swept away with wrath, 
began very soon after the rise of the curtain to whistle, to make cat-calls, 
and to offer audible suggestions as to how the performance should 
proceed. Others of us, who liked the music and felt that the principles of 
free speech were at stake, bellowed defiance. It was war over art for the 
rest of the evening and the orchestra played on unheard, except oc¬ 
casionally when a slight lull occurred. The figures on stage danced in 
time to music they had to imagine they heard and beautifully out of 
rhythm with the uproar in the auditorium. I was sitting in a box in which 
I had rented one seat. Three ladies sat in front of me and a young man oc¬ 
cupied the place behind me. He stood up during the course of the ballet 
to enable himself to see more clearly. The intense excitement under 
which he was laboring, thanks to the potent force of the music, betrayed 
itself presently when he began to beat rhythmically on the top of my 
head with his fists. My emotion was so great that I did not feel the blows 
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for some time. They were perfectly synchronized with the beat of the 
music. When I did, I turned around. His apology was sincere. We had 
both been carried beyond ourselves. 

Carl Van Vechten, Music After the Great War (New York; G. Schirmer, 1915), 87—88. 

Although it is easy now to place The Rite of Spring in the context of its Russian 
“nationalist” heritage, particularly the colorful scores of Stravinsky’s teacher 
Rimsky-Korsakov, at first the reaction of the older generation of Russian compos¬ 
ers was no different from that of conservative musicians everywhere. Especially 
interesting is the response of Cesar Cui (1835-1918), the last survivor of the New 
Russian School (see above, p. 000). The view of Stravinsky as a kind of musical 
anarchist or saboteur was widespread. 

Recently Sergei Koussevitzky has performed Stravinsky’s Rite of 
Spring, which has broken all records for cacophony and hideousness. It 
is a treasure chest in which Stravinsky has lovingly collected all sorts of 
musical filth and refuse. In French I would put it that “M-r Stravinsky 
estun vendangeur musical.” [Mr. Stravinsky is a musical wrecker.] This 
“Rite” has been booed everywhere abroad, but among us it found some 
applauders—proof that we are ahead of Europe on the path of musical 
progress. 

Letter to M. S. Kerzina, 16 February (1 March, New Style) 1914, in Cesar Cui, Izhrannye 
pis’ma (Leningrad; Muzgiz, 1955), 446. Trans. R. T. 

But Stravinsky did not see himself as a “wrecker ” at all. And later developments 
in his career enable us to credit completely the sincerity of his protest at his mas¬ 
terpiece’s reception, as reported in the French press shortly after The Rite’s 
premiere. 

Igor Stravinsky is displeased. The audience of the Ballets Russes 
reacted to his new work Le Sucre du Printemps with discordant outcries 
and laughter, interrupted by the applause of a few initiates. But in all 
fairness I must say that the composer was not very much upset and did 
not fulminate too violently against his detractors when we interviewed 
him yesterday. 

Stravinsky is small in stature, but looks tall because he holds his 
forehead high, so that he dominates his interlocutor; he speaks from an 
elevation, and his eyes rove over objects and people with a mobility tbat 
engulfs them like a sudden shower. 

“That my music could not be immediately accepted, I quite under¬ 
stand,” he declared backstage at the Theatre des Champs-Elysees. 
“What is unjustifiable, however, is the lack of good will on the part of 
the audience. It seems to me that they should have waited for the end 
of the performance to express their disapproval. This would have been 
courteous and honest. I gave them something new, and I fully expected 
that those who had applauded Petrushka and The Firebird [presented 
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in the two previous seasons] would be somewhat dismayed, but I also 
expected an understanding attitude. I have acted in good faith; my 
previous works which have been well received were a guarantee of my 
sincerity, and should have proved that I had no intention whatsoever of 
making fun of the public. During the premiere, when the commotion 
made it impossible for the dancers to hear the music, we all were quite 
unhappy, not only because of our own pride, but because we feared 
that we would not be able to go on with the show. And this was the 
reward for 130 rehearsals and a year of work!” 

Henri Postel clu Mas in Gil Bias (Paris, 4 June 1913), quoted in Nicolas Slonimsky (ed.), 
Music Since 1900, 4th ed. (New York; Charles Scribner*s Sons, 1971), 224. Trans. Nicolas 
Slonimsky. Copyright © 1971 Nicolas Slonimsky. Reprinted with the permission of 
Charles Scribner’s Sons. 
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A Futurist Manifesto 

If Stravinsky (see the previous selection) was no musical anarchist, the times 
certainly did not lack for them. Many of these wild-eyed radicals came from 
Italy, where they were known as Futurists. Although it is difficult today to 
suppress a smile when reading manifestos like Luigi Russolo’s of 1913, the Fu¬ 
turists did prefigure a serious musical movement of the immediate post-World 
War II period—that of musique concrete, in which the sounds of the everyday 
world were pressed into musical service through the agency of the tape record¬ 
er. This device being unavailable to the earlier Futurists, their “music of 
noises” remained an imaginative fantasy. It is worth noting, perhaps, that the 
author of this fiery condemnation of all musical traditions was no musician him¬ 
self, but a painter. 

Life in ancient times was silent. In the nineteenth century, with the 
invention of machines. Noise was born. Today Noise is triumphant, and 
reigns supreme over the senses of men. The art of music at first sought 
and achieved purity and sweetness of sound; later, it blended diverse 
sounds, but always with intent to caress the ear with suave harmonies. 
Today, growing ever more complicated, it seeks those combinations of 
sounds that fall most dissonantly, strangely, and harshly upon the ear. 
We thus approach nearer and nearer to the MUSIC OF NOISE. We must 
break out of this narrow circle of pure musical sounds, and conquer the 
infinite variety of noise-sounds. 

Everyone will recognize that every musical sound caiTies with it an 
incrustation of familiar and stale sense associations, which predispose the 
hearer to boredom, despite all the efforts of innovating musicians. We fu¬ 
turists have all deeply loved the music of the great composers. 
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Beethoven and Wagner for many years wrung our hearts. But now we are 
sated with them and derive much greater pleasure from ideally combin¬ 
ing the noises of streetcars, internal-combustion engines, automobiles, 
and busy crowds than from re-hearing, for example, the “Eroica” or the 
“Pastorale.” 

We cannot see the immense apparatus of the modern orchestra 
without being profoundly disappointed by its feeble acoustic achieve¬ 
ments. Is there anything more absurd than to see twenty men breaking 
their necks to multiply the meowling of a violin? All this will naturally 
infuriate the musicomaniacs and perhaps disturb the somnolent atmo¬ 
sphere of our concert halls. Let us enter, as futurists, into one of these in¬ 
stitutions for musical anemia. The first measure assails your ear with the 
boredom of the already-heard and causes you to anticipate the boredom 
of the measure to come. Thus we sip, from measure to measure, two or 
three diflFerent sorts of boredom, while we await an unusual emotion that 
never arrives. Meanwhile we are revolted by the monotony of the sensa¬ 
tions experienced, combined with the idiotic religious excitement of the 
listeners, Buddhistically intoxicated by the thousandth repetition of 
their hypocritical and artificial ecstasy. Away! Let us be gone, since we 
shall not much longer succeed in restraining a desire to create a new 
musical realism by a generous distribution of sonorous blows and slaps, 
leaping nimbly over violins, pianofortes, contrabasses, and groaning 
organs. Away! 

Let us wander through a great modern city with our ears more atten¬ 
tive than our eyes, and distinguish the sounds of water, air, or gas in 
metal pipes, the purring of motors (which breathe and pulsate with an in¬ 
dubitable animalism), the throbbing of valves, the pounding of pistons, 
the screeching of gears, the clatter of streetcars on their rails, the crack¬ 
ing of whips, the flapping of awnings and flags. We shall amuse our¬ 
selves by orchestrating in our minds the noise of the metal shutters of 
store windows, the slamming of doors, the bustle and shuffle of crowds, 
the multitudinous uproar of railroad stations, forges, mills, printing 
presses, power stations, and underground railways. Nor should the new 
noises of modern warfare be forgotten. 

We must fix the pitch and regulate the harmonies and rhythms of these 
extraordinarily varied sounds. To fix the pitch of noises does not mean to 
take away from them all the irregularity of tempo and intensity that char¬ 
acterizes their vibrations, but rather to give definite gradation or pitch to 
the stronger and more predominant of these vibrations. Indeed, noise is 
diflFerentiated from musical sound merely in that the vibrations that 
produce it are confused and irregular, both in tempo and in intensity. 

Every manifestation of life is accompanied by noise. Noise is 
therefore familiar to our ears and has the power to remind us immedi¬ 
ately of life itself. Musical sound, a thing extraneous to life and indepen¬ 
dent of it, an occasional and unnecessary adjunct, has become for our 
ears what a too familiar face is to our eyes. Noise, on the other hand, 
which comes to us confused and irregular as life itself, never reveals it- 
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self wholly but reserves for us innumerable surprises. We are convinced, 
therefore, that by selecting, co-ordinating, and controlling noises we 
shall enrich mankind with a new and unsuspected source of pleasure. 
Despite the fact that it is characteristic of sound to remind us brutally of 
life, the ART OF NOISES must not limit itself to reproductive imitation. It 
will reach its greatest emotional power through the purely acoustic en¬ 
joyment which the inspiration of the artist will contrive to evoke from 
combinations of noises. 

These are the futurist orchestra’s six families of noises, which we 
shall soon produce mechanically: 


1 

2 

3 

4 

5 

6 

Booms 

l^hiinderclaps 

Explosions 

Crashes 

Splashes 

Roars 

W'histles 

Hisses 

Snorts 

\\'hispers 

Murmurs 

Mutterings 

B ustlingi 
noises 
Gurgles 

Screams 
Screeches 
Rustlings 
Buzzes 
Cracklings 
Sounds 
obtained 
by friction 

Noises obtained 
by percussion 
on metals, 
wood, stone, 
terracotta 

Voices of animals 
and men: 

Shouts 

Shrieks 

Groans 

Howls 

Laughs 

Wheezes 

Sobs 


I am not a professional musician; I have therefore no acoustic 
prejudices and and no works to defend. I am a futurist painter projecting 
into an art he loves and has studied his desire to renovate all things. 
Being therefore more audacious than a professional musician could be, 
caring nought for my seeming incompetence, and convinced that audaci¬ 
ty makes all things lawful and all things possible, I have imagined a great 
renovation of music through the Art of Noises. 

Nicolas Slonimsky (ed.), Music Since 1900, 4th ed. (New York: Charles Scribner’s Sons, 
1971), 1298-1302. Trans. Stephen Somervelle. Copyright © 1971 Nicolas Slonimsky. 
Reprinted with the permission of Charles Scribner’s Sons. 
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Among twentieth-century composers who cultivated a “national” style, the Hun¬ 
garian Bela Bartok (1881—1945) looms largest. A trained folklorist (or, in today s 
terminology, an ethnomusicologist), Bartok—sometimes in collaboration with a 
like-minded compatriot, Zoltan Kodaly (1882-1967)—collected, transcribed, and 
analyzed thousands of Hungarian, Romanian, Serbian, Turkish, and North Afri¬ 
can folk melodies. He attempted systematically to incorporate stylistic features 
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of this music into his own creative work, seeing in this practice a way out of the 
post-Romantic impasse. 

At the beginning of the 20th century there was a turning point in the 
history of modern music. 

The excesses of the Romantics began to be unbearable for many. 
There were composers who felt: ‘This road does not lead us anywhere; 
there is no other solution but a complete break with the 19th century.” 

Invaluable help was given to this change (or let us rather call it 
rejuvenation) by a kind of peasant music unknown till then. 

The right type of peasant music is most varied and perfect in its 
forms. Its expressive power is amazing, and at the same time it is devoid 
of all sentimentality and superfluous ornaments. It is simple, sometimes 
primitive, but never silly. It is the ideal starting point for a musical 
renaissance, and a composer in search of new ways cannot be led by a 
better master. What is the best way for a composer to reap the full 
benefits of his studies in peasant music? It is to assimilate the idiom of 
peasant music so completely that he is able to forget all about it and use 
it as his musical mother tongue. 

In order to achieve this, Hungarian composers went into the country 
and made their collections there. It may be that the Russian Stravinsky 
and the Spaniard [Manuel de] Falla [1876-1946] did not go on journeys 
of collection, and mainly drew their material from the collections of 
others, but they too, I feel sure, must have studied not only books and 
museums but the living music of their countries. 

In my opinion, the effects of peasant music cannot be deep and per¬ 
manent unless this music is studied in the country as part of a life shared 
with the peasants. It is not enough to study it as it is stored up in muse¬ 
ums. It is the character of peasant music, indescribable in words, tbat 
must find its way into our music. It must be pervaded by the very atmo¬ 
sphere of peasant culture. Peasant motives (or imitations of such motives) 
will only lend our music some new ornaments; nothing more. 

Some twenty to twenty-five years ago well-disposed people often 
marvelled at our enthusiasm. How was it possible, they asked, that 
trained musicians, fit to give concerts, took upon themselves the “subal¬ 
tern” task of going into the country and studying the music of the people 
on the spot. What a pity, they said, that this task was not carried out by 
people unsuitable for a higher type of musical work. Many thought our 
perseverance in our work was due to some crazy idea that had got hold of 
us. 

Little did they know how much this work meant to us. We went into 
the country and obtained first-hand knowledge of a music that opened 
up new ways to us. 

The question is, what are the ways in which peasant music is taken 
over and becomes transmuted into modern music? 
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We may, for instance, take over a peasant melody unchanged or only 
slightly varied, write an accompaniment to it and possibly some opening 
and concluding phrases. This kind of work would show a certain analogy 
with Bach’s treatment of chorales. 

Two main types can be distinguished among works of this character. 

In one case accompaniment, introductory and concluding phrases are 
of secondary importance, and they only serve as an ornamental setting 
for the precious stone: the peasant melody. 

It is the other way round in the second case: the melody only serves 
as a “motto’’ while that which is built around it is of real importance. 

All shades of transition are possible between these two extremes and 
sometimes it is not even possible to decide which of the elements is 
predominant in any given case. But in every case it is of the greatest im¬ 
portance that the musical qualities of the setting should be derived from 
the musical qualities of the melody, from such characteristics as are con¬ 
tained in it openly or covertly, so that melody and all additions create the 
impression of complete unity. 

It may sound odd, but I do not hesitate to say: the simplerthe melody, 
the more complex and strange may be the harmonization and accompani¬ 
ment that will go well with it. Let us for instance take a melody that 
moves on two successive notes only (there are many such melodies in 
Arab peasant music). It is obvious that we are much freer in the inven¬ 
tion of an accompaniment than in the case of a melody of a more complex 
character. These primitive melodies, moreover, show no trace of the 
stereotyped joining of triads. That again means greater freedom for us in 
the treatment of the melody. It allows us to bring out the melody most 
clearly by building around it harmonies of the widest range varying 
along different keynotes. I might almost say that the traces of poly¬ 
tonality in modern Hungarian music and in Stravinsky’s music are to be 
explained by this possibility. 

Similarly, the strange turnings of melodies in our Eastern European 
peasant music showed us new ways of harmonization. For instance, the 
new chord of the seventh which we use as a concord may be traced back 
to the fact that in our folk melodies of a pentatonic character the seventh 
appears as an interval of equal importance with the third and fifth. We so 
often heard these intervals as of equal value in the succession, that 
nothing was more natural than that we should try to make them sound of 
equal importance when used simultaneously. We sounded the four notes 
together in a setting which made us feel it not necessary to break them 
up. In other words; the four notes were made to form a concord. 

The frequent use of fourth-intervals in our old melodies suggested to 
us the use of fourth chords. Here again what we heard in succession we 
tried to build up in a simultaneous chord. 

Another method by which peasant music becomes transmuted into 
modern music is the following: the composer does not make use of a real 
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peasant melody but invents his own imitation of such melodies. There is 
no true difference between this method and the one described above. 

Stravinsky never mentions the sources of his themes. Neither in his 
titles nor in footnotes does he ever allude to whether a theme of his is his 
own invention or whether it is taken over from folk music. In the same 
way the old composers never gave any data: let me simply mention the 
beginning of [Beethoven’s] “Pastoral” Symphony [based on a Croatian 
folksong]. Stravinsky apparently takes this course deliberately. He 
wants to demonstrate that it does not matter a jot whether a composer 
invents his own themes or uses themes from elsewhere. He has a right 
to use musical material taken from all sources. What he has judged suit¬ 
able for his purpose has become through this very use his mental prop¬ 
erty. In maintaining that the question of the origin of a theme is com¬ 
pletely unimportant from the artist’s point of view, Stravinsky is right. 
The question of origins can only be interesting from the point of view 
of musical documentation. 

Lacking any data I am unable to tell which themes of Stravinsky’s in 
his so-called “Russian” period are his own inventions and which are bor¬ 
rowed from folk music. This much is certain, that if among the thematic 
material of Stravinsky’s there are some of his own invention (and who 
can doubt that there are) these are the most faithful and clever imitations 
of folk songs. It is also notable that during his “Russian” period, from Le 
Sucre du Printemps onward, he seldom uses melodies of a closed form 
consisting of three or four lines, but short motives of two or three 
measures, and repeats them “a la ostinato.” These short recurring primi¬ 
tive motives are very characteristic of Russian music of a certain cate¬ 
gory. This type of construction occurs in some of our old music for wind 
instruments and also in Arab peasant dances. 

There is yet a third way in which the influence of peasant music can 
be traced in a composer’s work. Neither peasant melodies nor imitations 
of peasant melodies can be found in his music, but it is pervaded by the 
atmosphere of peasant music. In this case we may say, he has completely 
absorbed the idiom of peasant music which has become his musical 
mother tongue. He masters it as completely as a poet masters his mother 
tongue. 

In Hungarian music the best example of this kind can be found in 
Kodaly’s work. It is enough to mention Psalmus Hungaricus, which 
would not have been written without Hungarian peasant music. (Nei¬ 
ther, of course, would it have been written without Kodaly.) 

Benjamin SuchofF (ed.), The Essays of Bela Bartok (New York: St. Martin’s Press, 1976), 
340-44. Reprinted by permission of Faber and Faber Ltd., London. 


Bartok’s remarks on Stravinsky are penetrating and valid, yet what was a lifelong 
devotion in Bartok’s case was only a passing phase with his Russian contem¬ 
porary. With his increasing involvement with “neoclassic” music, Stravinsky 
became less and less sympathetic to musical folklorism and even tried to deny 
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certain aspects of his former enthusiasm for it. Looking back on Bartok in 1959, 
Stravinsky, while recognizing his late colleague’s greatness, wrote that he 
couldn t help regretting ” the Hungarian’s “lifelong gusto for his native 
folklore. And as early as 1930, in an interview published in a Belgian newspa¬ 
per, Stravinsky delivered himself of the following acerbic comments: 

Some composers have found their most potent inspiration in folk 
music, but in my opinion popular music has nothing to gain by being 
taken out of its frame. It is not suitable as a pretext for demonstrations of 
orchestral effects and complications, and it loses its charm by being 
deracinee [uprooted]. One risks adulterating it and rendering it monoto¬ 
nous. 

Vera Stravinsky and Robert Craft, Stravinsky in Pictures and Documents (New York; 
Simon and Schuster, 1978), 202. 

England, long sneeringly referred to by Germans as “das Land ohne Musik’’ (the 
land without music), suddenly sprang to creative life around the turn of the cen¬ 
tury, a musical renaissance that coincided not at all by accident with a strong re¬ 
vival of interest in traditional British folk music. Below, Ralph Vaughan Williams 
(1872—1958), one of the leaders of the English musical rebirth, defends the use of 
native folk music against the conservative—and largely German-dominated— 
musical establishment. 

I must have made my first contact with English folk songs when I was 
a boy in the ’eighties, through Stainer and Bramley’s Christmas Carols 
New and Old. I remember clearly my reaction to the tune of the “Cherry 
Tree Carol” which was more than simple admiration for a fine tune, 
though I did not then naturally realize the implications involved in that 
sense of intimacy. This sense came upon me more strongly in 1893 when 
I first discovered “Dives and Lazarus” in English County Songs. Here, 
as before with Wagner, I had that sense of recognition—“here’s some¬ 
thing which I have known all my life—only I didn’t know it!” 

There has been a lot of cheap wit expended on “folk song” compos¬ 
ers. The matter seems to boil down to two accusations: First that it is 
“cheating” to make use of folk-song material. This is really nothing more 
than the old complaint of the vested interests who are annoyed when 
anyone drinks a glass of pure water which he can get free, rather than a 
glass of beer which will bring profit to the company. This appears to in¬ 
volve a moral rather than an artistic question; from the point of view of 
musical experience it seems to me that so long as good music is made it 
matters very little how it is made or who makes it. If a composer can, by 
tapping the sources hidden in folk song, make beautiful music, he will 
be disloyal to his art if he does not make full use of such an avenue of 
beauty. 

The second accusation is made by people who affect to scorn what is 
“folksy” because it does not come within the ken of their airless 


450 


The Twentieth Century 


smuggeries, because it does not require any highly-paid teachers to in¬ 
culcate it, or the purchase of text-hooks with a corresponding royalty to 
the author. It is really a case of the vested interests once again. 

Why should music he “original”? The object of art is to stretch out to 
the ultimate realities through the medium of beauty. The duty of the 
composer is to find the mot juste. It does not matter if this word has been 
said a thousand times before as long as it is the right thing to say at that 
moment. If it is not the right thing to say, however unheard of it may be, 
it is of no artistic value. Music which is unoriginal is so, not simply 
because it has been said before, but because the composer has not taken 
the trouble to make sure that this was the right thing to say at the right 
moment. 

My intercourse with Cecil Sharp [1859-1924, folk-song collector and 
propagandist] crystallized and confirmed what I already vaguely felt 
about folk song and its relationship to the composer’s art. With Sharp it 
was a case of “Under which King, Bezonian? Speak, or die.” You had to 
be either pro folk song or anti folk song and I came down heavily on the 
folk song side. 

In 1904 I undertook to edit the music of a hymn-book. This meant two 
years with no “original” work except a few hymn-tunes. I wondered 
then if I were “wasting my time.” The years were passing and I was add¬ 
ing nothing to the sum of musical invention. But I know now that two 
years of close association with some of the best (as well as some of the 
worst) tunes in the world was a better musical education than any 
amount of sonatas and fugues. 

Ralph V^aughan W/iWiama, National Music, and Other Essat/s (London: Oxford University 
Press, 1963), 189-90. 


132 

The Cataclysm 


The complete disruption of European cultural life brought about in the aftermath 
of the First World War is well described in an essay by Bela Bartok. A sadly per¬ 
sistent twentieth-century theme is introduced; the buffeting art has suffered 
amid the unstable and oft-times totalitarian political conditions that have 
plagued Europe in our time. This has led certain composers all the more reso¬ 
lutely to renounce public, “establishmentarian” musical outlets, and has been a 
prime factor in turning many of the century’s foremost musical minds away from 
the large forms like symphony and opera, and toward more exclusive and private 
“chamber” media. Bartok is a case in point: he never wrote a symphony, and all 
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his stage works were composed by the time he wrote this article. Thereafter his 
reputation was to rest on his piano music, his string quartets, and his works for 
chamber orchestra. This development, of course, has widened the rift between 
serious music and the mass audience. 

Before the war Budapest had a comparatively flourishing musical life. 
Apart from the performances of the three principal institutions—the 
High School of Music, the National Opera and the Philharmonic Society 
(consisting of the Opera orchestra)—a large number of concerts by 
foreign and home talent stilled the public’s craving for good music. Once 
even Debussy himself came to act as pianist at a Debussy evening. The 
Vienna orchestral societies were wont to visit us, Richard Strauss’s un¬ 
forgettable conducting being among the chief attractions of these tours. 
In 1912 even the Russian Ballet was seen here, producing among other 
things Stravinsky’s Firebird. 

The outbreak of the war naturally brought certain interruptions in its 
train. At first only the artists hailing from Entente countries held aloof, 
but since 1919 nearly all foreigners have shunned us. The Opera House 
remained closed during the season 1914-15. Although it was opened in 
1915-16, it had to forgo the assistance of its best conductor, Egisto 
Tango, of Italian nationality, owing to political intrigues. All these draw¬ 
backs were followed in 1916-17 by a very decided improvement. Signor 
Tango at last was graciously pardoned for happening to be an Italian and 
enabled to continue his work, which had been so beneficial in every 
way, and Ernst von Dohnanyi [1877-1960], the most eminent Hungari¬ 
an pianist, left Berlin to take up permanent residence in Budapest. 
[Tango] was planning the performance of Stravinsky’s Sacre du Prin- 
teinps when the revolution broke out in 1918; all connections with 
other countries were interrupted for a very long time, and it thus 
became impossible to procure the necessary music. 

The Socialists, who then came into power, were very progressively 
inclined toward all matters pertaining to art, and this soon found its 
expression in the musical life of the city. The oldest instructors at the 
High School, no longer able to do justice to their posts, were pensioned 
and Hungary’s two eminent musicians, Dohnanyi and Kodaly, were en¬ 
trusted with the management of the institution and the carrying into ef¬ 
fect of all those reforms of Dohnanyi’s which hitherto had been blocked. 

Then came the month of March, 1919, and with it the Communist dic¬ 
tatorship. In principle this regime favored the progressive home talent 
even more than its predecessor. A musical directorate was founded 
(Dohnanyi, Kodaly and Bartok) and to its care was committed the guid¬ 
ance of the entire musical life. The artists mentioned, although not 
avowed Communists, accepted this mission for several reasons: on the 
one hand they hoped for an improvement of general conditions, and on 
the other, were desirous of preventing any acts of force that might endan- 
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ger musical life, and of cutting the ground from under the feet of 
ungifted musical parvenus. 

Unfortunately, the Socialist rule as such was a grave disappointment, 
and that of the Communists even more so. From November, 1918, 
onward an absolute delirium to call into being “monumental” institu¬ 
tions seized certain sectors, spreading continuously until it almost took 
on maniacal proportions, and without any deference to the sparse materi¬ 
al resources available. The Soviet revealed its utter ignorance of any 
planned action in establishing the general and fundamental points ac¬ 
cording to which the reform of musical instruction, concert life and the 
publication of musical works were to find their solution. The Trades 
Union of Musicians (artists) and Musical Craftsmen (both classes were 
coupled together in one union!) stubbornly—albeit unsuccessfully—at¬ 
tempted, with the backing of the proletariat, to launch its most 
untalented but noisiest claimants to fame into leading positions. Protec¬ 
tionism and bureaucracy flourished as never before. The Soviet was 
just as narrow-minded as the former bourgeois administrations had 
been. Serious and fruitful work was an utter impossibility under such 
conditions, and a feeling of relief was general when the dictatorship 
collapsed on July 29, 1919. 

But—out of the frying pan into the fire! In the period of conservative 
reaction that followed, Dohnanyi and Kodaly were dismissed from their 
positions as heads of the High School; all their reforms were annulled, 
the best instructors swept aside, and all this under the false and thin pre¬ 
tense of routing out Bolshevism. Egisto Tango’s contract with the Opera 
was rescinded, and he was allowed to enter the seiwice of Romania as di¬ 
rector of the new Romanian National Opera at Cluj. His last performance 
here (and at the same time the only outstanding musical event during the 
Communist era) was the new staging of Verdi’s Otello in a wonderful 
presentation in May, 1919. 

Thus at the present moment—the end of February, 1920—the High 
School stands deprived of its best instructors, the Opera House of its 
only good conductor. Complete demoralization reigns at the latter insti¬ 
tution since the autumn; it has even happened that the conductor had to 
interrupt a public performance and start in all over again! The repertory 
is a hackneyed one, everlastingly Tannhduser, Carmen, Butterfly, and so 
forth. New works were unknown, barring two unimportant, local one-act 
productions. But far from being censured for the loss of Tango or for the 
present inartistic regime, Emil Abranyi, the general director of opera, 
has merely been accused of possessing too little-marked a sense of 
“Christian Nationalism”! He was, in all seriousness, accused of having 
engaged several new Jewish members and of having performed two local 
works by Jewish composers. For with us at present it is no longer a ques¬ 
tion of whether a singer, and artist, a savant is of good repute in his espe¬ 
cial class of work, but whether he is a Jew or a man of liberal tendencies. 
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For these two sections of humanity are to be excluded as far as possible 
from all public activity. 


Bela Bartok, “Hungary in the Tliroes of Reaction,” The Musical Courier, LXXX, no. 18 
(April 1920), 42-43. 
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This remarkable survey by the American composer Roger Sessions (1896-) was 
published in 1933. Sessions saw music in his time as passing through a "‘crisis” 
brought about by the breakdown of the common musical language of the eigh¬ 
teenth and nineteenth centuries. He distinguishes three basic trends: “objective” 
neoclassical ideals; “subjective” twelve-tone composition; and “popular” or 
“functional” styles that represented an attempt—sometimes spontaneous, some¬ 
times coerced by political authorities—to reestablish ties with the public at 
large. Sessions leaves no doubt as to where his own sympathies lie, and this is 
one of the most valuable aspects of his article. For it reminds us that twelve-tone 
music, which was to stage an extraordinary comeback after World War II (and 
even seemed for a while to be the basis of a new common-practice period), was 
widely regarded in the 1930s as a sectarian and moribund movement. It is a 
matter of some irony that since 1953 Sessions has been a twelve-tone composer 
himself. And he has probably lived to regret his sally at the expense of Alban 
Berg’s Wozzeck, which, though not a twelve-tone work, was chosen by Sessions 
as his prime example of musical “Alexandrianism,” or esoteric decadence. But 
that aside, the essay is one of exceptional clarity and intelligence, and its precise 
characterizations, though close to the tendencies they describe, have scarcely 
been bettered since. 

Perhaps the most obvious symptom of the present crisis is its “confu¬ 
sion of tongues''—the result of nearly a century of musical development 
before the Great War. What took place during this period was a gradual 
dissociation of the musical consciousness of Europe (rather, of the Oc¬ 
cident) into a multitude of various components. This dissociative pro¬ 
cess, the last phase of which constituted the “modern music" of twenty 
years ago, represented for the non-German peoples first of all a breaking- 
away from the German domination of musical culture, and was the inevi¬ 
table result of the then latest developments of German music, which, as 
Nietzsche once so penetratingly wrote, had ceased to be “the voice of 
Europe's soul" and was instead degenerating into mere VaterVdnderei 
[“fatherlandishness"]. The “voice of Europe's soul," however, has 
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never yet been truly recovered; the Vateiidnderei of which Nietzsche 
saw the fatal beginnings in Germany began to reproduce itself else¬ 
where in a franker and even more accentuated form, in a quantity of na¬ 
tional “schools” of picturesquely local significance; the common cvdtur- 
al heritage began to be abandoned in favor of localisms, until by the 
end of the century a very definite cleavage was perceptible. 

It is idle to inquire when and by whom the somewhat sweeping and 
inexact term “neoclassicism” was first applied to certain contemporary 
tendencies. It has been applied rather disconcertingly to such essen¬ 
tially different composers as Stravinsky, Hindemith, and [Alfredo] 
Casella [1883-1947]—composers in each of whom a certain more or less 
conscious traditionalism (not a new thing in art) is apparent, but who 
differ widely both in the traditions which they represent, and in the roles 
which tradition plays in the composition of their stylets. There is also 
sometimes a still more primitive failure to discriminate between the 
traditionalism which springs from an essential impvdse and is animated 
by a real inner tension, and another traditionalism, also to be found in 
recent music, which represents the exact contrary of this—a manner, a 
mode, nourished on cliche and fashionable propaganda—a tradi¬ 
tionalism of followers and not of independent spirits. It is obviously not 
the latter that comes into consideration here. 

Let us abandon, then, the term “neoclassicism” and consider rather 
certain features which this term is commonly taken to represent. Many of 
these features are not traditionalistic in any necessary sense, nor were 
they so in their origins. The composers in Russia and France who, dur¬ 
ing the latter half of the last century, made the original break with the 
specific latter-day German tradition, brought into the varied general cur¬ 
rent of music a mass of new and at first sometimes not wholly assimilated 
materials which were in contact with that tradition, or rather with those 
of its phases against which the break was directed. A more transparent 
texture, a pronounced emphasis on rhythm and movement, a less em¬ 
phatic harmonic style, and an instrumentation consisting of sharply 
defined rather than mixed timbres, were characteristic features of this 
newer music. What it lacked was first of all depth; it was very often 
music of association, of mood, of color, with relatively little essential and 
organic inner life of its own. Taken hy and large it represented a collec¬ 
tion of various manners rather than a style; an exploitation of certain 
nuances of color and sonority rather than a complete vision, a world in 
which all possible musical ingredients could find their place. 

The new traditionalism, however, can in no real sense be called a 
“return to the past.” Rather should it be considered in the light of a 
reprise de contact; and, in spite of its prophets, essentially nothing more 
than a point of departure. It was significant chiefly in that it marked the 
beginning of an instinctive effort to rediscover certain essential qualities 
of the older music with a view to applying them to the purposes of the 


Between the Wars 


455 


new, an experiencing anew of certain laws which are inherent in the na¬ 
ture of music itself, hut which had been lost from view in an increasing 
subjectivism and tendency to lean, even in “pure” music, more and 
more on association, sensation, and mood. 

This traditionalism, then, was essentially a part of a new attitude 
towards music new at least for its time. Music began above all to be 
conceived in a more direct, more impersonal, and more positive fashion; 
there was a new emphasis on the dynamic, constructive, monumental el¬ 
ements of music, and, so to speak, a revaluation of musical materials. 
This revaluation has shown itself by no means only in actual composi¬ 
tions, but is perceptible among interpreters also. The function of the in¬ 
terpreter, in fact, has been to some extent reconsidered, and a far greater 
emphasis is today laid on fidelity to the composer’s musical thought than 
was the case twenty years ago. 

It would be inaccurate to define this current, as has been so often 
done, as an emphasis on “form” at the expense of “content”; it marks 
rather a change of attitude towards form and content both, which we 
might describe as a transference of the sphere of consciousness in the 
creative process. Whereas the earlier tendency was to be more and more 
conscious in regard to a “meaning behind the notes” and to construct the 
music according to principles derived from this indirect and not strictly 
musical source, the composers of the newer music proceeded directly 
from their musical impulses, seeking to embody these impulses in 
musical ideas which should have an independent existence of their own, 
and to develop these ideas according to the impetus inherent in them as 
musical entities. In other words, with the latter the musical idea is the 
point of departure, whereas with the former extra-musical considerations 
consciously determine the choice of the idea. The new attitude brought 
inevitably in its train a new and often laconic form of utterance which 
was sometimes interpreted as an abandonment of “expression.” It was in 
reality, of course, a new manner of expression, a new sobriety and at its 
best, as in the finest pages of Stravinsky, a new inwardness. The gran¬ 
diloquent and neurotic self-importance which characterized so much of 
the music of the years preceding the war has, in fact, practically disap¬ 
peared and is only to be found in a few provincial survivals. The contem¬ 
porary composer, when he wishes to achieve grandeur of utterance, does 
so by more subtle, monumental means. 

While by far the greater part of the more significant contemporary 
music composed outside of Central Europe, and very much of that com¬ 
posed in Germany as well, may be said to belong in a rough sense to the 
tendency above described, a large group of composers in the countries 
once included in the Austrian Empire, together with a perceptible 
number of Germans, have been following quite other lines. This so- 
called “Central European” tendency is chiefly embodied in the works of 
Arnold Schoenberg and his followers, though not strictly confined to 
them. Nor must the qualification “Central European” be taken to imply 
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an essentially local or geographical emphasis in the creed itself. Though 
in our belief it could, for historical reasons, have arisen nowhere else but 
in Vienna, and represents in fact an inevitable end-stage in Viennese 
musical culture, it claims for itself a universal validity, a more or less 
general monopoly, in fact, of what is significant in contemporary music. 
Far more than any other contemporary tendency it is dominated by a 
single personality, and its development is closely coincident with that of 
its leader. 

It is hardly necessary to point out that the art of Schoenberg has vital 
connections with the past. Close acquaintance shows how deeply it is 
rooted in the chromaticism of [Wagner’s] Tristan and Parsifal. This 
music may in fact be regarded as pre-eminently a logical development of 
that chromaticism, and the “twelve-tone system” as, in great part, a bold 
effort to formulate directive laws for its further development. “Atonal- 
ity,” if its real and not its superficial meaning be understood, is merely 
another name for that chromaticism and not, as the term would seem to 
imply, a negation of the necessity for fundamental acoustic unity, based 
on laws which are the inevitable consequence both of natural phenome¬ 
na of sound, and of the millennial culture of the Occidental ear. 

All that is ambiguous and profoundly problematical in the music of 
Schoenberg is to be traced to its definitely esoteric character. A contem¬ 
porary German musician, whose pronouncements in such matters are as 
authoritative as they are brilliant and profound, has compared certain 
musical tendencies in present day Germany to the decadent Greek art of 
Alexandria, remarking that, “There is an Alexandrianism of profundity 
and an Alexandrianism of superficiality.” “Alexandrianism of profun¬ 
dity,” indeed, well defines the music of the Central European group in 
certain respects—its tortured and feverish moods, its overwhelming em¬ 
phasis on detail, its lack of genuine movement, all signs of a decaying 
musical culture, without fresh human impulses to keep it alive. The 
technic of this music, too, is of a curiously ambiguous nature, and often 
represents an extraordinary lack of coherence between the music heard 
and, so to speak, its theoretical structure—another sign of an art that is 
rapidly approaching exhaustion. An orchestral movement, for instance, 
which is constructed according to the most rigid contrapuntal mathemat¬ 
ics will turn out to be, in its acoustic realization, a succession of interest¬ 
ing sonorities without audible contrapuntal implication—an impres¬ 
sion not to be dispelled by the most conscientious and sympathetic study 
of the score, the most complete familiarity with both its intellectual and 
its sonorous content. An opera whose remarkable feature when heard is 
its fidelity to the text, its responsiveness to every changing psychological 
nuance, proves on examination to be constructed in its various scenes on 
the external models of classic forms, without, however, the steady and 
consistent movement that gives these forms their purpose and their char¬ 
acter. Such esoteric and discarded deviees as the cancrizans [i.e., ret¬ 
rograde] variation of a theme, a technical curiosity which is admittedly 
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inaccessible to the most attentive ear and which was used with the ut¬ 
most rarity by the classic composers, becomes a regular and essential 
technical procedure. All of this goes to indicate the presence of a merely 
speculative element, tending to be completely dissociated from the im¬ 
pression actually received by the ear and the other faculties which con¬ 
tribute to the direct reception of a musical impression, and to produce 
what is either a fundamentally inessential jeti d’esprit of sometimes 
amazing proportions, or a kind of scaffolding erected as an external sub¬ 
stitute for a living and breathing musical line. 

Less strictly musical in significance than either of the general cur¬ 
rents discussed above, but highly characteristic of our time and therefore 
worthy of some discussion, is the deliberate movement on the part of 
musicians, especially in Germany but also to a certain extent elsewhere, 
to seek a new relationship with the public and to form a great variety of 
new and direct contacts with it. The past ten years have witnessed the 
production of a vast quantity of music definitely written for purposes of 
practical “consumption,” and though many of those purposes do not 
offer a precisely new field for musical production, new, on the other 
hand, is the scale and extent of the interest which musicians are taking in 
them. 

The movement is only in a partial sense an artistic one. It originated 
no doubt during the economic chaos in Germany just after the war, in the 
period of “inflation,” when the economic breakdown of the German 
bourgeoisie led to a profound modification of the musical life of Ger¬ 
many, partly by reducing considerably the public able to attend concerts 
and operatic performances, and partly by taking the attention of the new 
generation away from cultural interests—a situation later made more 
acute by the political, intellectual, and moral unrest which followed. It 
was under the pressure of such realities that many musicians were 
forced to take stock of the whole place of music in present-day society 
and to seek new channels for their activity. They found these new chan¬ 
nels in the constructive movements of the time, to which they sought to 
contribute the energies which music could give. Emphasis was laid 
above all on the practical purposes of the music thus produced; music 
was above all to cease to be an article of the luxury or a primarily individ¬ 
ual self-expression; to serve rather the ends of education, and especially 
of political and social propaganda. The same idea, far more drastically 
applied, will be readily recognized as that underlying the attitude of So¬ 
viet Russia towards art. 

On perhaps a higher plane, the movement was undoubtedly in part 
the beginning of a renewed search for a fresh and more actively partici¬ 
pating public. Gomposers busied themselves with the formation of a 
genuinely popular style, with rendering their music more accessible 
through a simplification of technic, with applying themselves seriously 
to the new problems offered by the radio, the cinema and mechanical 
means of reproduction. New ideals began to appear in the opera; 
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younger composers began to produce works designed definitely for 
momentary consumption, works which were above all striking and “actu¬ 
al,” designed to fulfill a momentary purpose and to be scrapped as soon 
as that purpose was fulfilled. They recognized, as did Wagner in a 
wholly different sense before them, the importance and the possibilities 
of opera in the creation of a public capable of the kind of participation 
which truly binds the composer to his world and his time. 

Roger Sessions, “Music in Crisis: Some Notes on Recent Musical History,” A/oc/crn Music, 
X (1932-33), 63-78. Copyright© 1933 by the League of Composers, Inc. Reprinted by per¬ 
mission of the League of Composers-lnternational Society for Contemporary Music. 
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With this peremptory manifesto on his actually rather innocuously diverting 
Octet (French: Octuor) for wind instruments in three neo-Baroque movements 
(‘‘Sinfonia/’ “Tema con variazioni/' ''Finale''), Stravinsky threw down a kind of 
musical gauntlet: music was not to traffic in "emotions"; it was not to be "in¬ 
terpreted"; "content" was only to be described in terms of "form." Although the 
position is overstated to a point that is apt to strike one nowadays as belabored if 
not faintly absurd, in its time (1924) Stravinsky's squib was an important docu¬ 
ment of a movement in which Stravinsky was by no means the only protagonist 
—the rediscovery of "purely musical" values after the excesses of Roman¬ 
ticism. Somewhat later, Stravinsky was to insist on the objective "reality" and 
concreteness of his music in terms even more colorfully extreme: "One’s nose is 
not made: one’s nose is. So it is with my art.” (To which the French poet Paul 
Valery responded, ‘‘Vive votre nez!"") In all of this we see the twentieth-century 
creator characteristically preoccupied with his materials, and jealous of his rights 
in the face of a performance tradition that through the nineteenth century had 
become more and more subjective and indulgent. 

My Octuor is a musical object. 

This object has a form and that form is influenced by the musical mat¬ 
ter with which it is composed. 

The differences of matter determine the differences of form. One 
does not do the same with marble that one does with stone. 

My Octuor is made for an ensemble of wind instruments. Wind in¬ 
struments seem to me to be more apt to render a certain rigidity of the 
form I had in mind than other instruments—the string instruments, for 
example, which are less cold and more vague. 

The suppleness of the string instruments can lend itself to more 
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subtle nuances and can serve better the individual sensibility of the ex¬ 
ecutant in works built on an “emotive ” basis. 

My Octuor is not an emotive” work but a musical composition based 
on objective elements which are sufficient in themselves. 

The reasons why I composed this kind of music for an octet of flute, 
clarinet, bassoons, trumpets and trombones are the following: First, 
because this ensemble forms a complete sonorous scale and con¬ 
sequently furnishes me with a sufficiently rich register; second, because 
the difference of the volume of these instruments renders more evident 
the musical architecture. And this is the most important question in all 
my recent musical compositions. 

I have excluded from this work all sorts of nuances, which I have 
replaced by the play of these volumes. 

I have excluded all nuances between the forte and the piano; I have 
left only the forte and the piano. 

Therefore the forte and the piano are in my work only the dynamic 
limit which determines the function of the volumes in play. 

The play of these volumes is one of the two active elements on which 
I have based the action of my musical text, the other element being the 
movements in their reciprocal connection. 

These two elements, which are the object for the musical execution, 
can only have a meaning if the executant follows strictly the musical text. 

This play of movements and volumes that puts into action the musical 
text constitutes the impelling force of the composition and determines 
its form. 

A musical composition constructed on that basis could not, indeed, 
admit the introduction of the element of “interpretation” in its execution 
without risking the complete loss of its meaning. 

To interpret a piece is to realize its portrait, and what I demand is the 
realization of the piece itself and not of its portrait. 

It is a fact that all music suffers, in time, a deformation through its ex¬ 
ecution; this fact would not be regretted if that deformation were done in 
a manner that would not be in contradiction to the spirit of the work. 

A work created with a spirit in which the emotive basis is the nuance 
is soon deformed in all directions; it soon becomes amorphous, its future 
is anarchic and its executants become its interpreters. The nuance is a 
very uncertain basis for a musical composition because its limitations 
cannot be, even in particular cases, established in a fixed manner. 

On the other hand, a musical composition in which the emotive basis 
resides not in the nuance but in the very form of the composition will 
risk little in the hand of its executants. 

I admit the commercial e.xploitation of a musical composition, but I 
do not admit its emotive exploitation. To the author belongs the emotive 
exploitation of his ideas, the result of which is the composition; to the ex¬ 
ecutant belongs the presentation of that composition in the way desig¬ 
nated to him by its own form. 
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It is not at all with the view of preserving my musical work from de¬ 
formation that I turn to form as the only emotive basis of a musical com¬ 
position. I turn to form because I do not conceive nor feel the true emo¬ 
tive force except under coordinated musical sensations. 

These sensations only find their objective and living expression in 
the form which, so to speak, determines their nature. 

To understand, or rather feel, the nature of these sensations accord¬ 
ing to that form (which is, as I said, their expression) is the task of the ex¬ 
ecutant. 

Form, in my music, derives from counterpoint. I consider counter¬ 
point as the only means through which the attention of the composer is 
concentrated on purely musical questions. Its elements also lend them¬ 
selves perfectly to an architectural construction. 

This sort of music has no other aim than to be sufficient in itself. In 
general, I consider that music is only able to solve musical problems; 
and nothing else, neither the literary nor the picturesque, can be in 
music of any real interest. The play of the musical elements is the thing. 

I must say that I follow in my art an instinctive logic and that I do not 
formulate its theory in any other way than ex post facto. 

Igor Stravinsky, “Some Ideas About My Octuor,'' reprinted in Eric Walter White, 
Stravinsky: The Composer and His Works (Berkeley: University of California Press, 1966), 
528-31. 
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Anti-Romantic Polemics 
from Stravinsky's Autobiography 


Reaction to Romanticism seems to lie at the root of many of the controversial pro¬ 
nouncements so liberally strewn throughout Stravinsky’s autobiographical 
Chrotiicles of My Life, first published in Paris in 1936. First and foremost among 
them is the classic, characteristically overstated, and still hotly debated denial of 
music’s expressive powers (which, it should be noted, Stravinsky partly retracted 
in later years). Consciously and deliberately placing himself in the tradition of 
“formalist” musical aesthetics, Stravinsky delivered himself of a credo that (par¬ 
ticularly as expressed in the last paragraph below) might almost have come from 
the pen of Hanslick himself (see above, p. 402). What is often overlooked, though, 
is the fact that Stravinsky by no means excludes emotion from a place of honor in 
the musical experience. He maintains, however, that emotion is not embodied in 
music but produced by it, and that this emotion is unique to the musical experi¬ 
ence. Stravinsky’s insistence on order and structure as the essence of music’s 
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meaning is connected, obviously, with his neoclassicism, but also seems mo¬ 
tivated in part in response to the frequent charges he had to endure of being a 
musical anarchist and revolutionary—an unwanted reputation that had its ori¬ 
gins in the scandalous premiere of The Rite of Spring (see above, p. 438). 

I consider that music is, by its very nature, essentially powerless to 
express anything at all, whether a feeling, an attitude of mind, a psycho¬ 
logical mood, a phenomenon of nature, etc. Expression has never been 
an inherent property of music. That is by no means the purpose of its ex¬ 
istence. If, as is nearly always the case, music appears to express some¬ 
thing, this is only an illusion and not a reality. It is simply an additional 
attribute which, by tacit and inveterate agreement, we have lent it, thrust 
upon it, as a label, a convention—in short, an aspect we have come to 
confuse, unconsciously or by force of habit, with its essential being. 

Music is the sole domain in which man realizes the present. By the 
imperfections of his nature, man is doomed to submit to the passage of 
time—to its categories of past and future—without ever being able to 
give substance, and therefore stability, to the category of the present. 

The phenomenon of music is given to us with the sole purpose of es¬ 
tablishing an order in things, including, and particularly, the coordina¬ 
tion between man and time. To be put into practice, its indispensable 
and single requirement is construction. Construction once completed, 
this order has been attained, and there is nothing more to be said. It 
would be futile to look for, or expect anything else from it. It is precisely 
this construction, this achieved order, which produces in us a unique 
emotion having nothing in common with our ordinary sensations and our 
responses to the impressions of daily life. One could not better define 
the sensation produced by music than by saying that it is identical with 
that evoked by contemplation of the interplay of architectural forms. 
Goethe thoroughly understood that when he called architecture pet¬ 
rified music. 

People will always insist upon looking in music for something that is 
not there. The main thing for them is to know what the piece expresses, 
and what the author had in mind when he composed it. They never seem 
to understand that music has an entity of its own apart from anything that 
it may suggest to them. In other words, music interests them in so far as it 
touches on elements outside it while evoking sensations with which 
they are familiar. 

Most people like music because it gives them certain emotions, such 
as joy, grief, sadness, an image of nature, a subject for daydreams, or— 
still better—oblivion from “everyday life.” They want a drug—“dope.” 
It matters little whether this way of thinking of music is expressed di¬ 
rectly or is wrapped up in a veil of artificial circumlocutions. Music 
would not be worth much if it were reduced to such an end. When peo¬ 
ple have learned to love music for itself, when they listen with other 
ears, their enjoyment will be of afar higher and more potent order, and 
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they will be able to judge it on a higher plane and realize its intrinsic 
value. Obviously such an attitude presupposes a certain degree of 
musical development and intellectual culture, but that is not very dif¬ 
ficult of attainment. Unfortunately, the teaching of music, with a few ex¬ 
ceptions, is bad from the beginning. One has only to think of all the sen¬ 
timental twaddle so often talked about Chopin, Beethoven, and even 
about Bach—and that in schools for the training of professional 
musicians! Those tedious commentaries on the side issues of music not 
only do not facilitate its understanding, but, on the contrary, are a serious 
obstacle which prevents the understanding of its essence and substance. 

Stravinsky’s attachment to objectivity and his distrust of “interpreters’’ in the 
Romantic tradition made him extremely receptive to new developments in the 
mechanical reproduction of music, first by mechanical instruments like player 
pianos, later by electronic recording processes. The result of this interest is an 
unparalleled body of recorded performances encompassing practically his entire 
output in authoritative readings whose documentary value can scarcely be 
overestimated. Stravinsky’s concern for the establishment of an inviolate “text” 
to guide performers, and his indifference to such traditional executant qualities 
as spontaneity and “personality,” are symptomatic of twentieth-century ideas on 
performance. “Authenticity’’ in performance style, not only for contemporary 
music but for music of the past as well, has been uniquely a goal of performers in 
our own time, and would scarcely have been understood by musicians of tbe 
past. 

About this time [1928—29] I signed a contract for several years with 
the great Columbia Gramophone Company, for which I was exclusively 
to record my work both as pianist and conductor, year by year. This work 
greatly interested me, for here, far better than with piano rolls, I was able 
to express all my intentions with real exactitude. 

Consequently these records, very successful from a technical point of 
view, have the importance of documents which can serve as guides to all 
executants of my music. Unfortunately, very few conductors avail them¬ 
selves of them. Some do not even inquire whether such records exist. 
Doubtless their dignity prevents others from consulting them, especially 
since if once they know the record they could not with a clear conscience 
conduct as they liked. Is it not amazing that in our times, when a sure 
means which is accessible to all has been found of learning exactly how 
the author demands his work to be executed, there should still be those 
who will not take any notice of such means, but persist in inserting con¬ 
coctions of their own vintage? 

Unfortunately, therefore, the rendering recorded by the author fails 
to achieve its most important object—that of safeguarding his work by 
establishing the manner in which it ought to be played. This is all the 
more regrettable since it is not a question of a haphazard gramophone 
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record of just any performance. Far from that, the very purpose of the 
work on these records is the elimination of all chance elements by 
selecting from among the diflFerent records those which are most success¬ 
ful. It is obvious that in even the very best records one may come across 
certain defects such as a crackling, a rough surface, excessive or insuf¬ 
ficient resonance. But these defects, which, for that matter, can be more 
or less corrected by the gramophone and the choice of the needle, do not 
in the least affect the essential thing, without which it would be impossi¬ 
ble to form any idea of the composition—I refer to the pace of the move¬ 
ments and their relationship to one another. 

When one thinks of the complexity of making such records, of all the 
difficulties it presents, of all the accidents to which it is exposed, the con¬ 
stant nervous strain caused by the knowledge that one is continuously at 
the mercy of some possible stroke of bad luck, some extraneous noise by 
reason of which it may all have to be done over again, how can one help 
being embittered by the thought that the fruit of so much labor will be so 
little used, even as a document, by the very persons who should be most 
interested? 

But, no matter how disappointing the work is when regarded from 
this point of view, I do not for a moment regret the time and effort spent 
on it. It gives me the satisfaction of knowing that everyone who listens to 
my records hears my music free from any distortion of my thought, at 
least in its essential elements. Moreover, the work did a good deal to de¬ 
velop my technique as a conductor. The frequent repetition of a frag¬ 
ment or even of an entire piece, the sustained effort to allow not the 
slightest detail to escape attention, as may happen for lack of time at any 
ordinary rehearsal, the necessity of observing absolute precision of 
movement as strictly determined by the timing—all this is a hard school 
in which a musician obtains very valuable training and learns much that 
is extremely useful. 


One of Stravinsky’s most explicitly anti-Romantic pronouncements is contained 
in his recounting of a visit to the Wagnerian “Festspielhaus” in Bayreuth. It 
begins in a spirit of amiable spoofing, but soon turns into a serious refutation of 
the Romantic cult of the artist. The closing jeremiad, written almost on the eve of 
World War II, is chilling. 

The very atmosphere of the theatre, its design and its setting, seemed 
lugubrious. It was like a crematorium, and a very old-fashioned one at 
that, and one expected to see the gentleman in black who had been en¬ 
trusted with the task of singing the praises of the departed. The order to 
devote oneself to contemplation was given by a blast of tnimpets. I sat 
humble and motionless, but at the end of a quarter of an hour I could 
bear no more. My limbs were numb and I had to change my position. 
Crack! Now I had done it! My chair had made a noise which drew down 
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on me the furious scowls of a hundred pairs of eyes. Once more I 
withdrew into myself, but I could think of only one thing, and that was 
the end of the act which would put and end to my martyrdom. At last the 
intermission arrived, and I was rewarded by two sausages and a glass of 
beer. But hardly had I had time to light a cigarette when the trumpet 
blast sounded again, demanding another period of contemplation. 
Another act to be got through, when all my thoughts were concentrated 
on my cigarette, of which I had had barely a whiff. I managed to bear the 
second act. Then there were more sausages, more beer, another trumpet 
blast, another period of contemplation, another act—finis! 

I do not want to discuss the music of Parsifal or the music of Wagner 
in general. At this date it is too remote from me. What I find revolting in 
the whole affair is the underlying conception which dictated it—the 
principle of putting a work of art on the same level as the sacred and 
symbolic ritual which constitutes a religious service. And, indeed, is not 
all this comedy of Bayreuth, with its ridiculous formalities, simply an un¬ 
conscious aping of a religious rite? 

Perhaps someone may cite the mysteries of the Middle Ages in con¬ 
travention of this view. But those performances had religion as their 
basis and faith as their source. The spirit of the mystery plays did not 
venture beyond the bosom of the Church which patronized them. They 
were religious ceremonies bordering on the canonical rites, and such 
aesthetic qualities as they might contain were merely accessory and 
unintentional, and in no way affected their substance. Such ceremonies 
were due to the imperious desire of the faithful to see the objects of their 
faith incarnate and in palpable form—the same desire as that which 
created statues and icons in the churches. 

It is high time to put an end, once and for all, to this unseemly and 
sacrilegious conception of art as religion and the theatre as a temple. The 
following argument will readily show the absurdity of such pitiful aes¬ 
thetics: one cannot imagine a believer adopting a critical attitude 
towards a religious service. That would be a contradiction in terms; the 
believer would cease to be a believer. The attitude of an audience is ex¬ 
actly the opposite. It is not dependent upon faith or blind submission. At 
a performance one admires or one rejects. One accepts only after having 
passed judgment, however little one may be aware of it. The critical fac¬ 
ulty plays an essential part. To confound these two distinct lines of 
thought is to give proof of a complete lack of discernment, and certainly 
of bad taste. But is it at all surprising that such confusion should arise at a 
time like the present, when the openly irreligious masses in their degra¬ 
dation of spiritual values and debasement of human thought necessarily 
lead us to utter brutalization? People are, however, apparently fully 
aware of the sort of monster to which the world is about to give birth, and 
perceive with annoyance that man cannot live without some kind of cult. 
An effort is therefore made to refurbish old cults dragged from some rev- 
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olutionary arsenal, wherewith to enter into competition with the 
Church. 

Igor Stravinsky, An Autobiography (New York; M. & J. Steuer, 1958), 38-40, 53-54, 
150-52, 162-63. Reprinted by permission. 
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often forgotten today is the mutual contempt in which the leading musical 
“camps” held one another during the period between the wars. Schoenberg, 
who saw himself as the inheritor of the great tradition of (German-dominated) 
European music, and whose aesthetic attitudes were largely a continuation of 
those of the preceding century, saw in Stravinsky and neoclassicism little more 
than a trivialization of art’s purpose and a retreat from the historical exigencies 
that had brought about, among other things, the twelve-tone system. Among the 
papers Schoenberg left behind at his death are a couple of rather malicious digs 
at Stravinsky, in which it is hard not to see a touch of envy at the Russian compos¬ 
er’s fashionable position and his huge public prestige. We give one of these 
below, followed by a little poem Schoenberg set to music in the form of a choral 
canon. Both date from 1926. 


Igor Stravinsky: The Restaurateur 

Stravinsky pokes fun at musicians who are anxious (unlike himself—he 
wants simply to write the music of today) to write the music of the fu¬ 
ture. I could not say such a thing without at least giving an inkling of the 
reasons why any music that is fully and truly of the present must also 
belong to the future. I am not sure that is what Stravinsky means. He 
seems rather to find it old-fashioned to regard any work of art as signifi¬ 
cant for any period beyond the present. And he apparently believes this 
even though elsewhere he actually admits such significance, constantly 
finding new points to “take up”: Bach, Scarlatti, dementi, etc. It seems 
to me, furthermore, that this attitude is no more deeply based than a 
good many other phenomena of mass psychology. 

In all fields of thought there is an undeniable need to produce things 
to last longer than grease-proof paper and neckties. It may be appropriate 
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to build exhibition buildings to be pulled down after three months; to in¬ 
vent machines for weaving fashionable material; even pyramids need 
not be planned for all eternity. But, on the other hand, the aim in seeking 
a cancer cure can only be a permanently effective one; we want to know 
something unchangingly valid about the course of the stars and the fate 
of the soul after death. 

Maybe for Stravinsky art falls not into this last category but among the 
fashionable materials and neckties. In that case, he is right in trying 
merely to satisfy the customers. 

I, however, never reckoned to fall among window-dressers. Nor, I 
think, did any of those who are my models. And I believe not even 
Muzio dementi may be so assessed, since he is still good enough to 
serve as a model for Stravinsky. 

Arnold Schoenberg, Style and Idea, ed. Leonard Stein (New York: St. Martin s Press, 
1975), 481-82. Reprinted by permission of Faber and Faber Ltd., London. 


From “Drei Satiren,” op. 28: 

Ja, wer trommelt denn da? 

Das ist ja der kleine Modernsky! 
Hat sich ein Bubikopf schneiden 
lassen; 

sieht ganz gut aus! 

Wie echt falsches Haar! 

Wie eine Periicke! 

Ganz (wie sich ihn der kleine 
Modernsky vorstellt), 
ganz der Papa Bach! 


But who’s this beating the drum? 
Why, it’s little Modernsky! 

He’s had his hair cut in an old- 
fashioned queue. 

And it looks quite nice! 

Like real false hair! 

Like a wig! 

Just like (or so little Modernsky 
likes to think) 

Just like Papa Bach! 


Translation adapted from Eric Walter White, Stravinsky: The Composer and His Works 
(Berkeley: University of California Press, 1966), 282. 


Stravinsky, for his part, had this to say about Schoenberg in an inteiview he 
gave the Barcelona newspaper La Noche on 12 March 1936: 

Schoenberg, in my judgment, is more of a chemist of music than an 
artistic creator. His investigations are important, since they tend to ex¬ 
pand the possibilities of auditory enjoyment, but—as with [Alois] 
Haba [h. 1893], the discoverer of quarter-tones—they are more con¬ 
cerned with the quantitative than with the qualitative aspects of music. 
The value of this is evident, hut limited, since others will come later 
and look for and find “eighth-tones,” but will they be able to make gen¬ 
uine works of art with this? I admire Schoenberg and his followers but 
I recognize that the chromatic gamut on which they are based only 
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exists scientifically and that, consequently, the dialectic which is 
derived from this is artificial. 

Vera Stravinsky and Robert Craft, Stravinsky in Pictures and Documents (New York; 
Simon and Schuster, 1978), 328. 
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Erik Satie (1866-1925) was, by the example of his person as much as by that of 
his music, one of the most influential figures in French cultural life during the 
first quarter of the twentieth century. The studied unseriousness for which he 
was famous is well illushated in the autobiographical note, characteristically en¬ 
titled “Memoirs of an Amnesiac,” which he wrote as early as 1912. In their mer¬ 
ciless debunking of the Romantic mystique, the extracts below engagingly 
prefigure the more forbidding objectivism of Stravinsky (who acknowledged the 
influence of Satie’s aesthetic attitudes on his own). 


Who I Am 

Everyone will tell you that I am not a musician. That is correct. 

From the very beginning of my career I have classed myself among 
the phonometrographers. My work has been pure phonometrics. One 
need only take the Fils des Etoiles, or the Morceaux en forme de poire, 
En habit de cheval, or the Sarahandes, in order to see that no musical 
ideas attended the creation of these works. It is scientific thought that 
rules them. 

For the rest, I take greater pleasure in measuring a sound than in 
hearing it. Phonometer in hand, I work happily and confidently. 

What have I not weighed or measured? All of Beethoven, all of Verdi, 
etc. It’ s very strange. 

The first time I used a phonoscope, I examined a B flat of medium 
size. I assure you I have never seen anything more revolting. I called in 
my servant so that he might see it too. 

On the phonoscales an ordinary F sharp, very common, reached 
214k pounds. It came from a very fat tenor whom I also weighed. 

Do you know how to clean sounds? It’s a rather dirty business. Sort¬ 
ing them is neater; to be able to classify them is very exacting and takes 
very good eyesight. Here we are in the realm of phonoteehnies. 
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Erik Satie. (Caricature by A. Frueh.) Paris, Bibliotkeque Nationale, C 
104041. All rights reserved. 



The Cult of Blague: Satie and ‘'The Six” 


469 


As for explosions of sound, often so unpleasant, cotton placed in the 
ears will attenuate them quite handily. Here we are in the realm of 
pyrophonics. 

In order to write my Pieces froides, I used a kaleidophonic recorder. 
It took seven minutes. I called in my servant so that he might hear it. 

I feel I can say that phonology is better than music. It is more varied. 
The pecuniary rewards are greater. I owe my fortune to it. 

In any case, a phonometrist working only moderately hard can easily 
note down more sounds on the motodynamophone than the most skillful 
musicians can do in the same time and with the same effort. It is thanks 
to this that I have written so much. 

The future therefore belongs to philophony. 


A Musician’s Day 

An artist must regulate his life. Here then is the precise schedule of my 
daily activities. 

I get up at 7:18 A.M. I am inspired from 10:23 to 11:47.1 have lunch at 
12:11 and leave the table at 12:14. 

A ride on my horse for my health’s sake, at the rear of my estate, from 
1:19 P.M. until 2:53. Another bout of inspiration from 3:12 to 4:07. 

Different occupations (fencing, reflection, immobility, visiting, con¬ 
templation, dexterity, swimming, etc.) from 4:21 until 6:47. 

Dinner is served at 7:16 and over at 7:20. Then come symphonic 
readings (aloud) from 8:09 until 9:59. 

My bedtime is regularly at 10:37. Every week I awaken with a start at 
3:19 A.M. (Tuesdays). 

I only eat white foods: eggs, sugar, ground bone, the fat of dead 
animals, veal, salt, coconuts, chicken boiled in white water; fruit mold, 
rice, turnips, bleached pudding, dough, cheese (white), cotton salad, and 
certain kinds of fish (without skin). 

I have my wine boiled, and drink it cold with fuchsia juice. I have a 
good appetite, but I never speak while eating for fear of choking. 

I breathe carefully (a little at a time). I dance very rarely. When walk¬ 
ing I hold my sides and look straight behind me. 

Very serious in demeanor, if I laugh it is without meaning to. I apolo¬ 
gize all the time and quite affably. 

I only close one eye when sleeping; my sleep is very sound. My bed 
is round, with a hole provided for putting the head through. Every hour 
my servant takes my temperature and gives me another. 

I am a longtime subscriber to a fashion magazine. I wear a white hat, 
white stockings, and a white vest. 

My doctor has always told me to smoke. To this advice he adds. 
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“Smoke, my friend. If you don’t, someone else will smoke in your 
place.” 

Erik Satie, Memoires cVun amnesiaque (Liege, 1953), 7-10. Trans. R. T. 

French music between the wars was dominated by the spirit of Satie: irreverent 
and insouciant, passionately anti-Germanic, anti- “Impressionist” in its deliber¬ 
ate diatonic simplicity, and full of echoes of jazz bands and music halls. While 
some of these traits can be found in a few late works by Maurice Ravel 
(1875—1937) and even in Stravinsky, they received their “classic” embodiment 
in the music of the next generation. The very young musicians christened the 
“Group of Six” (on a rather superficial analogy with the Russian Five ) by the 
critic Henri Collet, were perhaps the most typical (certainly the most publicized) 
representatives of the Parisian musical mood. Below is a trio of readings dealing 
with this group and their aesthetic. First, an extract from Collet’s original article 
of 1920: 

“I want a French music for France,” writes Jean Cocteau 
[1891-1962, author and artistic trend-setter] in his remarkable little vol¬ 
ume Le Coq et VArlequin. We are happy that he did write that, for it is 
precisely what we preach ourselves in our tribune, [the magazine] 
Comoedia. “Music that is not national does not exist,” writes Rimsky- 
Korsakov in My Musical Life, and continues, “Indeed, all music that is 
regarded as universal is in fact national.” Jean Cocteau and Rimsky- 
Korsakov tell us what no conservatory can teach: it is necessary to belong 
to a nation and unite with compatriots. Russian music, cultivated by 
the illustrious Five—Balakirev, Cui, Borodin, Musorgsky, Rimsky- 
Korsakov—was united in its aims and became the object of universal ad¬ 
miration because these composers appreciated the initiative of Glinka. 
The Six Frenchmen, Darius Milhaud [1892—1974], Louis Durey 
[1888—1979], Georges Auric [1899-1983], Arthur Honegger 
[1892—1955], Francis Poulenc [1899—1963], and Germaine Tailleferre 
[1892-1983], henceforth inseparable, as it was demonstrated by an in¬ 
teresting collection of their compositions, as Le Groupe de Six, have by 
their splendid decision to return to simplicity, brought about a renais¬ 
sance of French music, because they appreciated the phenomenon of 
Erik Satie and because they followed the precepts, so lucid, of Jean 
Gocteau. 

Nicolas Slonimsky (ed.). Music Since 1900, 4th ed. (New York: Charles Scribner’s Sons, 
1971), 322. Trans. Nicolas Slonimsky. Copyright © 1971 Nicolas Slonimsky. Reprinted 
with the permission of Charles Scribner’s Sons. 

A memoir by Darius Milhaud vividly conveys the atmosphere that reigned over 
the group’s association: 

After a concert at the Salle Huyghens, at which Bertin sang Louis 
Durey’s Images a Crusoe on words by Saint-Leger Leger, and the 
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Capelle Quartet played my Fourth Quartet, the critie Henri Collet 
published in Cotnoeclici a chronicle entitled "Five Russians and Six 
Frenchmen.” Quite arbitrarily he had chosen six names, merely because 
we knew one another, were good friends, and had figured on the same 
programs, quite irrespective of our different temperaments and wholly 
dissimilar characters. Auric and Poulenc were partisans of Cocteau’s 
ideas, Honegger derived from the German romantics, and I from Medi¬ 
terranean lyricism. I fundamentally disapproved of joint declarations of 
aesthetic doctrines and felt them to be a drag, an unreasonable limitation 
on tbe imagination of the artist, who must for each new work find dif¬ 
ferent, often contradictory means of expression; but it was useless to pro¬ 
test. Collet’s article excited such world-wide interest that the “Group of 
Six” was launched, and willy-nilly I formed part of it. 

The formation of the Group of Six helped to draw the bonds of 
friendship closer among us. For two years we met regularly at my place 
every Saturday evening. Paul Morand [1888-, novelist] would make the 
cocktails, and then we would go to a little restaurant at the top of the rue 
Blanche. The dining room of the Petit Bessonneau was so diminutive 
that the Saturday customers filled it completely. They gave free rein to 
their high spirits. After dinner, lured by the steam-driven merry-go- 
rounds, the mysterious booths, the shooting galleries, the games of 
chance, the menageries, the din of the mechanical organs with their per¬ 
forated rolls seeming to grind out simultaneously and implacably all the 
blaring tunes from the music halls and revues, we would visit the Fair of 
Montmartre, or occasionally the Cirque Medrano to see the Fratellinis 
in their sketches, so steeped in poetry and imagination that they were 
worthy of the cornmedia dell’arte. We finished the evening at my house. 
The poets would read their poems, and we would play our latest com¬ 
positions. Some of them, such as Auric’s Adieu New York, Poulenc’s 
Cocardes, and my “Boeuf’ sur le toit were continually being played. We 
even used to insist on Poulenc’s playing Cocardes every Saturday eve¬ 
ning, as he did most readily. Out of these meetings, in which a spirit of 
carefree gaiety reigned, many a fruitful collaboration was to be born; 
they also determined the character of several works strongly marked by 
the influence of the music hall. 

And finally, a description by Milhaud of a typically anti-Romantic experiment 
carried on by Satie with an assist from some of his young admirers: 

Just as one’s field of vision embraces objects and forms, such as the 
pattern on the wallpaper, the cornice of the ceiling, or the frame of the 
mirror, which the eye sees but to which it pays no attention, though they 
are undoubtedly there, Satie thought that it would be amusing to have 
music that would not be listened to, “niusiqtie d’ameuhlement,” or 
background music that would vary like the furniture of the rooms in 
which it was played. Auric and Poulenc disapproved of this suggestion. 
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but it tickled my fancy so much that I experimented with it, in coopera¬ 
tion with Satie, at a concert given in the Galerie Barbazange. During the 
program, Marcelle Meyer played music by Les Six, and Bertin presented 
a play by Max Jacob called Un Figurant an theatre de Nantes, which 
required the services of a trombone. He also sang Stravinsky’s Berceuses 
du Chat to the accompaniment of three clarinets, so Satie and I scored 
our music for the instruments used in the course of these various items of 
the program. In order that the music might seem to come from all sides at 
once, we posted the clarinets in three different corners of the theater, the 
pianist in the fourth, and the trombone in a box on the balcony floor. A 
program note warned the audience that it was not to pay any more atten¬ 
tion to the ritornellos that would be played during the intermissions than 
to the candelabra, the seats, or the balcony. Contrary to our expectations, 
however, as soon as the music started up, the audience began to stream 
back to their seats. It was no use for Satie to shout, “Go on talking! Walk 
about! Don’t listen!” They listened without speaking. The whole effect 
was spoiled. Satie had not counted on the charm of his own music. Nev¬ 
ertheless Satie wrote another “ritournelle d'ameublement” for Mrs. 
Eugene Meyer of Washington, when she asked him, through me, to give 
her an autograph. But for this Musique pour un cabinet prefectoral to 
have its full meaning, she should have had it recorded and played over 
and over again, thus forming part of the furniture of her beautiful library 
in Crescent Place, adorning it for the ear in the same way as the still life 
by Manet adorned it for the eye. In any case, the future was to prove that 
Satie was right: nowadays children and housewives fill their homes with 
unheeded music, reading and working to the sound of the radio. And in 
all public places, large stores, and restaurants the customers are 
drenched in an unending flood of music. In America cafeterias are 
equipped with a sufficient number of machines for each client to be able, 
for the modest sum of five cents, to furnish his own solitude with music 
or supply a background for his conversation with his guest. Is this not 
“musique d’ameublement,” heard, but not listened to? 

Darius Milhaud, Notes Without Music, trans. Donald Evans (New York; Alfred A. Knopf, 
1953), 97-99, 122—23. Copyright 1952, 195.3 by Alfred A. Knopf, Inc. Reprinted by permis¬ 
sion of the publisher. 


Polytonality 


473 


138 

Polytonality 


Widely heralded in its day by musicians in the Parisian orbit was the device of 
combining chords and keys known as **polytonality.” It was seen by its propo¬ 
nents as a way of gaining harmonic enrichment without giving up the “natural” 
basis of diatonicism in favor of the “artificiality” of atonality. Below, we present a 
condensation of an extremely systematic exposition of polytonality by Milhaud, 
its most ardent spokesman. German musicians, whether or not they were 
adherents of Schoenberg’s principles, tended to be extremely skeptical of the 
methods Milhaud proposes (see Hindemith, below, p. 488). 

Between polytonality and atonality there are the same essential dif¬ 
ferences as between diatonicism and chromaticism. 

Diatonicism implies belief in the perfect triad (root, third, and fifth) 
as having a concrete reality deriving from major and minor scales which 
the musician uses in composing his themes. Diatonic melodies, there¬ 
fore, use only the notes of the scale of the key in which they are written, 
and the modulations that follow are nothing more than a motion toward 
other, parallel tonal spheres, whose roots are different, which rest on 
other scales and other perfect triads, but whose internal workings are the 
same as those of the original key. 

Belief in twelve definite tonalities, having their basis in the twelve 
degrees of the chromatic scale, would seem to lead—once we admit the 
possibility, thanks to modulation, of passing from one key to another—to 
the investigation of the possibilities of superimposing different keys so 
that they sound simultaneously. Counterpoint leads us in the same di¬ 
rection. The day canons other than at the octave were admitted, the prin¬ 
ciple of polytonality was established. Often, if one reads the two lines of 
a canon separately and horizontally, it strikes one that they might well be 
harmonized in two different keys; the “unitonal” feeling one gets in 
hearing the canon is the result of each momentary vertical alignment 
being ruled by the laws of two-part counterpoint and of harmony. 

Appoggiaturas and passing tones would seem likewise to suggest the 
possibility of introducing in a given chord one or more tones foreign to 
that chord or even to its key. Conventions of voice-leading, the resolu¬ 
tion of appoggiaturas and passing tones, may postpone the problem and 
keep it for now within limits, but as soon as one allows foreign tones to 
exist stably in a chord, without passing to other tones or resolving, one 
must find other ways of accounting for them. 

Once we admit such an approach it becomes necessary to study me¬ 
thodically the various harmonic combinations that arise from the super¬ 
imposition of two keys, the inversions of chords thus obtained, and the 
connections that might be made between them (not to mention the dif- 
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ferent ways one can combine two simultaneous tonalities: two major 
keys, two minor keys, one major and one minor). [Here examples are 
cited from works by Stravinsky, Roussel, Debussy, Ravel, Bartok, Satie, 
Poulenc, and Milhaud himself.] 

The same theoretical work can be done for chords comprising three 
keys. Each of the 55 chords thus obtained can be expressed in eight dif¬ 
ferent ways according to the principles we have indicated above. The 
richness of these chords is, as one can see, immense. 

If we now were to superimpose all twelve keys we should obtain a 
chord consisting of all twelve notes of the chromatic scale, which one 
can space in an infinity of ways (the simplest being by fourths or fifths 
because of the equidistance of each note in the chord). Here all the keys 
are reunited and it is as if there were no such thing as key at all: poly¬ 
tonality encroaches here upon the domain of atonality, for a melody con¬ 
structed on the notes of this chord (the twelve notes of the scale) will be 
able to employ any note without discrimination, and by virtue of this es¬ 
cape all tonal feeling. 

One can see by the different stages which extend from bitonality to 
the handling of all twelve tones at once, how vast the resources of poly¬ 
tonality are, and how much they enrich the expressive resources of 
music. The expressive range is considerably expanded, even in the 
simplest realm of dynamics: the use of polytonality adds subtlety and 
sweetness to pianissimi, while to fortissimi it lends greater pungency 
and force. 

There is also a purely contrapuntal polytonality. Instead of superim¬ 
posing chords or chord progressions, we superimpose melodies written 
in several keys in a play of counterpoint. This makes for an extremely 
stark mode of expression, in which the tonal implications of each part are 
reduced to a minimum, practically to monophony. 

This type of writing is particularly well suited to the string quartet or 
to a small orchestra of solo instruments. I ask to be excused for taking an 
example from my own work: in my third Symphony for Small Orchestra, 
published by Universal Edition, there is a passage in which the melodic 
line played by the flute is in B'’, that of the clarinet is in F, the bassoon in 
E, the violin in C, the viola in B'’, and the cello in D. 

One should note that most of the time, if one examines the harmonic 
whole created by these polytonal counterpoints of diatonic melodies, 
one obtains vertical aggregations that are unanalyzable and whose har¬ 
monic effect is thus atonal. 

There are as many different polytonalities as there are composers. 
Darius Milhaud, “Polytonalite et atonalite,” Revue musicale, IV (1923), 29-44. Trans. 
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The Only Twentieth-Century Aesthetic? 


This unashamedly partisan appreciation of Parisian music between the wars by 
Virgil Thomson (1896—), an American composer who was present on the 
scene, is a document of rare eloquence and perception. Thomson was one of 
many young American musicians who studied during the period with Nadia 
Boulanger (1887—1979), a gifted pedagogue who was to a large extent responsi¬ 
ble for making America for a time seem a kind of French musical colony (much 
as, before World War 1, it had been a colony of Germany). Thomson’s essay, first 
published in 1941 in the New York Herald Tribune (where the author was music 
critic for fourteen years), is a valuable memento of that moment in American 
musical history, as well as perhaps the most articulate summary ever made of 
what Thomson calls “the only twentieth-century musical aesthetic in the West¬ 
ern world.” 

French and other Parisian music of the 1930’s has been but little per¬ 
formed in America. Such of it as has been performed here is usually con¬ 
sidered to be mildly pleasant but on the whole not very impressive. This 
estimate is justified only on the part of persons initiated to its aesthetic. 
And its aesthetic is derived directly from the words and from the works 
of Satie, whose firmest conviction was that the only healthy thing music 
can do in our century is to stop trying to be impressive. 

The Satie musical aesthetic is the only twentieth-century musical 
aesthetic in the Western world. Schoenberg and his school are Roman¬ 
tics; and their twelve-tone syntax, however intriguing one may find it in¬ 
tellectually, is the purest Romantic chromaticism. Hindemith, however 
gifted, is a neoclassicist, like Brahms, with ears glued firmly to the past. 
The same is true of the later Stravinsky and of his satellites. Even Pe¬ 
trushka and The Rite of Spring are the Wagnerian theater symphony and 
the nineteenth-century cult of nationalistic folklore applied to ballet. 

Of all the influential composers of our time, and influence even his 
detractors cannot deny him, Satie is the only one whose works can be en¬ 
joyed and appreciated without any knowledge of the history of music. 
These lack the prestige of traditional modernism, as they lack the pres¬ 
tige of the Romantic tradition itself, a tradition of constant Revolution. 
They are as simple, as devastating as the remarks of a child. 

In our century French music has eschewed the impressive, the 
heroic, the oratorical, everything that is aimed at moving mass audi¬ 
ences. Like modern French poetry and painting, it has directed its com¬ 
munication to the individual. It has valued, in consequence, quietude, 
precision, acuteness of auditory observation, gentleness, sincerity and 
directness of statement. Persons who admire these qualities in private 
life are not infrequently embarrassed when they encounter them in 
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public places. It is this embarrassment that gives to all French music, 
and to the work of Satie and his neophytes in particular, an air of superfi¬ 
ciality, as if it were salon music written for the drawing room of some 
snobbish set. 

To suppose this true is to be ignorant of the poverty and the high 
devotion to art that marked the life of Erik Satie to its very end in a 
public hospital. And to ignore all art that is not heroic or at least intense¬ 
ly emotional is to commit the greatest of snobberies. For, by a reversal 
of values that constitutes one of the most suiprising phenomena of a cen¬ 
tury that has so far been occupied almost exclusively with reversing val¬ 
ues, the only thing really hermetic and difficult to understand about the 
music of Erik Satie is the fact that there is nothing hermetic about it at 
all. 

It wears no priestly robes; it mumbles no incantations; it is not 
painted up by Max Factor to terrify elderly ladies or to give little girls a 
thrill. Neither is it designed to impress orchestral conductors or to get 
anybody a job teaching school. It has literally no devious motivation. It is 
as simple as a friendly conversation and in its better moments exactly as 
poetic and profound. 

These thoughts occurred to me the other evening at a concert of 
recent works by Milhaud. Not a piece on the program had a climax or a 
loud ending. Nothing was pretentious or apocalyptical or messianic or 
overdramatized. And when I remembered the brilliant and theatrically 
effective works of Milhaud’s youth, I realized that after Satie’s death he 
had been led, how unconsciously I cannot say, to assume the mantle of 
Satie’s leadership and to eschew all musical vanity. That, at any rate, is 
my explanation of how one of the most facile and turbulent talents of our 
time has become one of the most completely calm of modern masters; 
and how, by adding thus depth and penetration and simple humanity to 
his gamut, he has become the first composer of his country and a leader 
in that musical tradition which of all living musical traditions is the least 
moribund. 

Virgil Thomson, ‘‘French Music Here,'’ in A Virgil Thomson Reader by Virgil Thomson 
(New York: Houghton Mifflin, 1981), 207—10. Copyright © 1981 by Virgil Thomson. 
Reprinted by permission of Houghton Mifflin Company. 
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The Making of Wozzech 


By far the most popular work to emerge from the so-called “New Viennese 
School” between the wars was Alban Berg’s opera Wozzeck. Perhaps the ul¬ 
timate embodiment of musical expressionism in its lurid treatment of an un¬ 
deniably morbid subject, the opera excited controversy among musicians for its 
extensive employment of strict and abstract formal procedures. Berg seems to 
imply in the short apologia he offered in 1928 for a symposium on “problems of 
opera,” that without such external controls, an operatic style that dispenses with 
“numbers” can easily fail to maintain interest. In any case, Roger Sessions’s cri¬ 
tique (see above, p. 456) shows to what extent even progressive musicians found 
the idea expressed in the final paragraph paradoxical if not perverse. 

I never entertained the idea of reforming the artistic structure of the 
opera with Wozzeck. Neither when I started nor when I completed this 
work did I consider it a model for further operatic efforts, whoever the 
composer might be. I never assumed or expected that Wozzeck should in 
this sense become the basis of a school. 

I wanted to compose good music, to develop musically the contents 
of Buchner’s immortal drama, to translate his poetic language into music; 
but other than that, when I decided to write an opera, my only inten¬ 
tions, including the technique of composition, were to render unto the 
theater what belonged to the theater. In other words, the music was to be so 
formed as consciously to fulfill its duty of serving the action at every 
moment. Even more, the music should be prepared to furnish whatever 
the action needed to be transformed into reality on the stage. It was the 
function of the composer to solve the problems of an ideal stage director. 
And at the same time, this aim must not prejudice the development of 
the music as an absolute, purely musical entity. There was to be no inter¬ 
ference by externals with its individual existence. 

That these purposes should be accomplished by use of musical forms 
more or less ancient (considered by critics as one of the most important 
of my ostensible reforms of the opera) was a natural consequence. For 
the libretto it was necessary to make a selection from twenty-six loosely 
constructed, sometimes fragmentary scenes by Buchner. Repetitions 
that did not lend themselves to musical variations had to be avoided. Fi¬ 
nally, the scenes had to be brought together, airanged, and grouped in 
acts. The problem therefore became, utterly apart from my will, more 
musical than literary, one to be solved by the laws of musical structure 
rather than by the rules of dramaturgy. 

It was impossible to take the fifteen scenes I selected and shape them 
in different manners so that each would retain its musical coherence and 
individuality, and at the same time follow the customary method along 
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the lines of their literary content. An absolute music, no matter how rich 
structurally, no matter how aptly it might fit the dramatic events, would, 
after a number of scenes so composed, inevitably create musical monoto¬ 
ny. The effect would become positively boring with a series of a dozen or 
so formally composed entr’actes, which offered nothing but this type of 
illustrative music. Boredom, of course, is the last thing one should expe¬ 
rience in the theater. 

I obeyed the necessity of giving each scene and each accompanying 
piece of entr’acte music, whether prelude, postlude, connecting link or 
interlude, an unmistakable aspect, a rounded and finished character. It 
was therefore imperative to use every warranted means to create indi¬ 
vidualizing characteristics on the one hand, and coherence on the other; 
thus the much discussed utilization of old and new musical forms, 
including those used only in absolute music. 

In one sense, the use of these forms in opera, especially to such an ex¬ 
tent, was unusual, even new. But certainly, as conscious intention, it is 
not at all to my credit, as I have already demonstrated, and consequently 
I can and must reject the claim that I am a reformer of opera through such 
innovation. However, I do not wish to depreciate my work through these 
explanations. Others who do not know it so well can do it much better. I 
therefore would like to suggest something which I consider my particu¬ 
lar accomplishment. 

No matter how cognizant any particular individual may be of the 
musical forms contained in the framework of this opera, of the precision 
and logic with which everything is worked out and the skill manifested 
in every detail, from the moment the curtain parts until it closes for the 
last time, there must be no one in the audience who pays any attention to 
the various fugues, inventions, suites, sonata movements, variations, and 
passacaglias—no one who heeds anything but the idea of this opera, 
which by far transcends the personal destiny of Wozzeck. This I believe 
to be my achievement. 

Alban Berg, “A Word About Wozzeck/' in Sam Morgenstern (ed.), Composers on Music 
(New York; Pantheon Books, 1956), 461-62. Copyright (c) 1956 by Pantheon Books, a 
Division of Random House, Inc. Reprinted by permission of the publisher. 
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Approaching the Limits of Compression 


With the mature works of Anton Webern, music seemed to reach a level of con¬ 
centration and terseness without precedent. Their extreme brevity and thinness 
of texture have been at once a puzzle and a source of their fascination. The com¬ 
poser himself recognized the problematical aspects of his style, as did his teach¬ 
er, Schoenberg. Below we give an appreciation of Webern’s music by each of 
them. First, Schoenberg’s foreword to the published score of Webern’s Six Baga¬ 
telles for String Quartet, op. 9 (composed in 1911-13, published in 1924): 

Though the brevity of these pieces is a persuasive advocate for them, 
on the other hand that very brevity itself requires an advocate. 

Consider what moderation is required to express oneself so briefly. 
You can stretch every glance out into a poem, every sigh into a novel. But 
to express a novel in a single gesture, a joy in a breath—such concentra¬ 
tion can only be present in proportion to the absence of self-pity. 

These pieces will only be understood by those who share the faith 
that music can say things which can only be expressed by music. 

These pieces can face criticism as little as this—or any—belief. 

If faith can move mountains, disbelief can deny their existence. And 
faith is impotent against such impotence. 

Does the musician know how to play these pieces, does the listener 
know how to receive them? Can faithful musicians and listeners fail to 
surrender themselves to one another? 

But what shall we do with the heathen? Fire and sword can keep 
them down; only believers need to be restrained. 

May this silence sound for them. 

Die Reihe, II: Anton Webern (Bryn Mawr; Theodore Presser Company, 1958), 8 (trans. 
Erie Smith). 


Webern’s own comments, in a letter to his friend Willi Reich (3 May 1941), con¬ 
cern one of his last works, the Variations for Orchestra, op. 30: 

On first looking at this score won’t the reaction be: why, there really 
is “nothing in it”!!! Because you will miss the many, many notes you are 
used to seeing in R. Strauss, etc. Right! But this in fact touches on the 
most important point: it would be vital to say that here (in my score) a 
different style is present. Yes, but what kind? It does not look like a score 
from the pre-Wagner period either—Beethoven, for instance—nor does 
it look like Bach. Are we then to go back still further? Yes—but then 
orchestral scores did not yet exist! But perhaps one could still find a cer¬ 
tain similarity to the mode of presentation associated with the Nether- 
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landers. So, something “archaistic”? An orchestrated Josquin perhaps? 
The answer would have to be an energetic “no!” What, then? Nothing 
like any of that! 

What kind of style, then? I believe, to be sure, a new one—following 
natural law in its material aspects as exactly as earlier forms followed to¬ 
nality; that is to S 2 iy, forming a tonality, but one that uses the possibilities 
offered by the nature of sound in a different way, namely on the basis of a 
system in which the twelve different tones that have been used in West¬ 
ern music up to now “relate only to each other” (as Arnold has put it), but 
without ignoring the inner laws that govern the nature of sound— 
namely the relationship of the overtones to a fundamental. At any rate, it 
is impossible to ignore them if there is still going to be meaningful 
expression in sound! And nobody, really, will maintain that we don’t 
want that! 

Now everything that occurs in the piece is based on the two ideas 
given in the first and second bars (double bass and oboe!). But it is 
reduced still more, since the second figure is actually a retrograde in it¬ 
self (the second two tones are the retrograde of the first two, i hythmically 
augmented). It is followed again immediately on the trombone by the 
first figure, only in diminution! And in retrograde as to motives and inter¬ 
vals. For that is how my tone row is constructed—it is made up of these 
thrice four tones. And so it continues throughout the piece, the whole 
content of which is already present in germinal form in the first twelve 
tones, that is to say the row! It is pre-formed!!! 

Hans Moldenhauer and Rosaleen Moldenhauer, Anton von Webern: A Chronicle of His 
Life and Work (New York: Alfred A. Knopf, 1979), 570-72. 
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George Gershwin (1898-1937) had his start in the world of popular and commer¬ 
cial music (“Tin Pan Alley”) and by the 1920s was the foremost composer of the 
Broadway theater. Beginning with Rhapsody in Blue for piano and orchestra 
(1924), he turned his attention increasingly to the prospect of fusing this type of 
music (very loosely termed “jazz”) with the traditional genres of “concert 
music.” In such a way, he felt (and for a time the opinion was widely shared), a 
wholly indigenous American art music might be fostered, much as had happened 
in Russia and in England not long before. The remarks below were “set down” 
by Henry Gowell and published in a “symposium” on the prospects for Ameri¬ 
can music as of 1933. 
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The great musie of the past in other countries has always been built 
on folk-music. This is the strongest source of musical fecundity. America 
is no exception among the countries. The best music being written today 
is music which comes from folk sources. It is not always recognized that 
America has folk-music; yet it really has not only one but many different 
folk-musics. It is a vast land, and different sorts of folk-music have 
sprung up in different parts, all having validity, and all being a possible 
foundation for development into art-music. For this reason, I believe 
that it is possible for a number of distinctive styles to develop in 
America, all legitimately born of folk-song from different localities. Jazz, 
ragtime, Negro spirituals and blues. Southern mountain songs, country 
fiddling, and cowboy songs can all be employed in the creation of Ameri¬ 
can art-music, and are actually used by many composers now. These 
composers are certain to produce something worthwhile if they have the 
innate feeling and talent to develop the rich material offered to them. 
There are also other composers who can be classed as legitimately Amer¬ 
ican who do not make use of folk-music as a base, but who have per¬ 
sonally, working in America, developed highly individualized styles and 
methods. Their new-found materials should be called American, just as 
an invention is called American if it is made by an American! 

Jazz I regard as an American folk-music; not the only one, but a very 
powerful one which is probably in the blood and feeling of the American 
people more than any other style of folk-music. I believe that it can be 
made the basis of serious symphonic works of lasting value, in the hands 
of a composer with talent for both jazz and symphonic music. 

Henry Cowell (ed.), American Composers on American Music: A Symposium (Stanford: 
Stanford University Press, 1933), 186—87. 

Some candid remarks made by Maurice Ravel to an American audience in 1928 
remind us of an interesting moment when characteristics of various forms of 
American music—jazz, ragtime, blues—were enthusiastically adopted by many 
European composers as yet another way out of the post-Wagnerian dead end. 
Usually thought of as potential elements of a unique and indigenous American 
art music (Ravel, an acquaintance and admirer of Gershwin, turns right around 
and echoes these ideas below), these American traits of harmony and rhythm 
were absorbed into the cosmopolitan mainstream of between-the-wars “Pari¬ 
sian” music. 

Let us now turn to an aspect of my own work which may be of imme¬ 
diate interest to you. To my mind, the “blues” is one of your greatest 
musical assets, truly American despite earlier contributory influences 
from Africa and Spain. Musicians have asked me how I came to write 
“blues” as the second movement of my recently completed sonata for vi¬ 
olin and piano. While I adopted this popular form of your music, I ven¬ 
ture to say that nevertheless it is French music, Ravel’s music, that I 
have written. Indeed, these popular forms are but the materials of con- 
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struction, and the work of art appears only on mature conception where 
no detail has been left to chance. Moreover, minute stylization in the 
manipulation of these materials is altogether essential. To understand 
more fully what I mean by the process to which I refer, it would be suf¬ 
ficient to have these same “blues” treated by some of your own 
musicians and by musicians of European countries other than France, 
when you would certainly find the resulting compositions to be widely 
divergent, most of them bearing the national characteristics of their re¬ 
spective composers, despite the unique nationality of their initial mate¬ 
rial, the American “blues.” Think of the striking and essential dif¬ 
ferences to be noted in the “jazz” and “rags” of Milhaud, Stravinsky, 
Casella, Hindemith, and so on. The individualities of these composers 
are stronger than the materials appropriated. They mold popular forms 
to meet the requirements of their own individual art. Again—nothing 
left to chance; again—minute stylization of the materials employed, 
while the styles become as numerous as the composers themselves. 

I wish to say again how very happy I am in visiting your country, and 
all the more so because my journey is enabling me to become still more 
conversant with those elements which are contributing to the gradual 
formation of a veritable school of American music. That this school will 
become notable in its final evolution I have not the slightest doubt, and I 
am also convinced that it will realize a national expression quite as dif¬ 
ferent from the music of Europeans as you yourselves are different from 
them. Here again, for the nurture of the most sensitive and imaginative 
of your young composers we should consider national heritage in all its 
entirety. There are always self-appointed promoters of nationalism in 
plenty, who profess their creed with a vengeance, but rarely do they 
agree as to the means to be employed. Among these nationalists we can 
always distinguish two distinct clans constantly waging their warfare of 
criticism. One group believes that folklore is the only requisite to na¬ 
tional music; the other predicts the birth of national music in the individ¬ 
ual of today. Meanwhile, within the first clan itself dissension goes on: 
“Folklore? But what in particular is our folklore? Indian tunes? But are 
they American? Negro spirituals? Blues? But are these American?” and 
so on, until nothing is left of national background. And the field is at last 
wide open for those musicians whose greatest fear is to find themselves 
confronted by mysterious urges to break academic rules rather than belie 
individual consciousness. Thereupon these musicians, good bourgeois 
as they are, compose their music according to the classical rules of the 
European epoch, while the folklorists, apostles of popular airs, shout in 
their purism: “Can this be American music if inspired by Europe?” We 
are thus caught up in a vicious and unproductive circle. 

In conclusion I would say that even if Negro music is not of purely 
American origin, nevertheless I believe it will prove to be an effective 
factor in the founding of an American school of music. At all events, may 
this national American music of yours embody a great deal of the rich 
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and diverting rhythm of your jazz, a great deal of the emotional expres¬ 
sion in your blues, and a great deal of the sentiment and spirit of your 
popular melodies and songs, worthily deriving from, and in turn con¬ 
tributing to, a noble national heritage in music. 

Maurice Ravel, "Contemporary Music," The Rice Institute Pamphlets, XV (1928), 
leprinted in Revue de musicolo^ie, L (1964), 216—21. Used by permission of the pul)lisher, 
Rice University Studies, Houston, Texas. 
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Henry Cowell (1897—1965) was an enthusiastic musical experimenter whose 
tireless activity on behalf of what he called “ultramodern” music encom¬ 
passed—in addition to composing, performing, and teaching—prodigious work 
as propagandist and publisher. His book New Musical Resources (1930) partly 
described his own music (“tone clusters,” for instance, which are produced on 
the piano with fists and forearms and which gained Cowell most of his early no¬ 
toriety) and partly described musical effects he imagined but which (particu¬ 
larly the rhythmic ones) he did not consider to be necessarily of immediate 
practical applicability. There seems to be something peculiarly American about 
Cowell’s devotion to experiment for its own sake, and to a rather abstractly con¬ 
ceived musical “progress,” and there is a winning mixture of the visionary and 
the pragmatic (reminiscent of Ives, who was Cowell’s close friend) iir his 
description of the musical novelties he proposed. 


Dissonant Counterpoint 

Let us meet the question of what would result if we were frankly to shift 
the eenter of musieal gravity from eonsonanee, on the edge of which it 
has long been poised, to seeming dissonance, on the edge of which it 
now rests. The difference might not be, any more than in Bach’s practice, 
a matter of numerical proportion between consonant and dissonant ef¬ 
fects, but rather an essential dissonant basis, the consonance being felt to 
rely on dissonance for resolution. An examination in fact would reveal 
that all the rules of Bach would seem to have been reversed, not with the 
result of substituting chaos, but with that of substituting a new order. 
The first and last chords would be now not consonant, but dissonant; and 
although consonant chords were admitted, it would be found that condi¬ 
tions were in turn applied to them, on the basis of the essential legiti¬ 
macy of dissonances as independent intervals. In this system major sev- 



484 


The Twentieth Century 



The WorlcVs Loudest Pianist, This caricature of Henry Cowell in a Soviet music 
magazine was inspired by a promotional brochure that advertised him as in¬ 
dicated in our title and described how he put some of the novelties in Netv 
Musical Resources into practice: “The American composer Henry Cowell 
startles his audiences with his works, in which new devices predominate: strik¬ 
ing the keyboard with fists and elbows, playing with the fingers on the strings, 
and knocking rhythmically on the top of the piano.” The reason why Cowell 
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enths and minor sevenths might be used as alternatives; all thirds, 
fourths, fifths, and sixths would only be permitted as passing or auxiliary 
notes. Octaves would be so far removed from tlie fundamental intervals 
in such a system that they would probably sound inconsistent and might 
not be used except in the rarest circumstances. 

Some of the music of Schoenberg, Ruggles, Hindemitli, and Webern 
seems to denote that they are working out some such procedure as that 
mentioned above. There is nothing, however, except occasional very 
good application in their music of the rules that would result from such a 
counterpoint, to indicate that they use the system consciously, as they 
have not made public any exposition of their counterpoint. 


Rhythm 

Assume that we have two melodies moving parallel to each other, the 
first written in whole notes, and the second in half-notes. If the time for 
each note were to be indicated by the tapping of a stick, the taps for the 
second melody would recur with double the rapidity of those for the 
first. If now the taps were to be increased greatly in rapidity without 
changing the relative speed, it will be seen that when the taps for the 
first melody reach sixteen to the second, those for the second melody 
will be thirty-two to the second. The vibrations from the taps of one 
melody will give the musical tone C, while those of the other will give 
the tone C one octave higher. Time has been translated, as it were, into 
musical tone. Or, as has been shown above, a parallel can be drawn be¬ 
tween the ratio of rhythmical beats and the ratio of musical tones by vir¬ 
tue of the common mathematical basis of both musical time and musical 
tone. The two times, in this view, might be said to be “in harmony,” the 
simplest possible. There is, of course, nothing radical in what is thus far 
suggested. It is only the interpretation that is new; but when we extend 
this principle more widely we begin to open np new fields of rhythmical 
expression in music. 

The familiar interval of a fifth represents a vibration ratio of 2:3. 
Translating this into time, we might have a measure of three equal notes 
set over another in two. A slight complication is now added. Corre¬ 
sponding to the tone interval of a major third would be a time-ratio of 


was singled out for ridicule as a symptom of the decadence of “bourgeois mod¬ 
ernism” in the West was because he was well-remembered by Soviet music 
lovers from his successful concert tour in the 1920s, when Soviet Russia had 
been hospitable to “revolutionary” artists of all kinds. Cowell’s noisiest piano 
piece, “The Tiger,” had actually been brought out in print for the first time by 
the State Music Publishers of the U.S.S.R. in Moscow. (From Sovetskaia 
muzyka, 1948, no. 5, p. 89.) 
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five against four notes; the minor third would be represented by a ratio of 
six against five notes, and so on. If we were to combine melodies in two 
(or four) beats, three beats, and five beats to the measure, we should then 
have three parallel time-systems corresponding to the vibration speeds 
of a simple consonant harmony. The conductor of such a trio, by giving 
one beat to a measure, could lead all the voices together; for the 
measure, no matter what time divisions it included, would begin and 
end at the same time instant. 

Our system of notation is incapable of representing any except the 
most primary divisions of the whole note. It becomes evident that if we 
are to have rhythmical progress, or even cope with some rhythms already 
in use, and particularly if we are to continue with our scheme of related 
rhythms and harmonies, new ways of writing must be devised to indicate 
instantly the actual time-value of each note. We are dealing, of course, 
not with three-fourths meter, five-fourths meter, etc. but with a whole 
note divided into three or five equal parts. 

There is readily suggested, however, a modification of the notation 
system based upon familiar musical practice. In our present notation the 
shape of notes is the same; their time-value, whether whole notes, half¬ 
notes, quarter-notes, etc., is designated by printing the note as open or 
solid and by adding stems and hooks. All that need be done, then, is to 
provide new shapes for notes of a different time value—triangular, 
diamond-shaped, etc. The use of open and solid notes, of stems, and of 
hooks is equally applicable to these notes of varied shape. A few adjust¬ 
ments in regard to designating rests would make the system complete. 


Tone Clusters 

Tone clusters are chords built from major and minor seconds, which in 
turn may be derived from tbe upper reaches of the overtone series and 
have, therefore, a sound foundation. In building up clusters from sec¬ 
onds, it will be seen that since both major and minor seconds are used, 
just as major and minor thirds are used in the familiar systems in thirds, 
there is an exact resemblance between the two systems, and the same 
amount of potential variety in each. 

In familiar theory there are certain well-known ways of building with 
musical material, such as hy use of chord-connexions, contrapuntal me¬ 
lodic relationship, canonic imitation, retrograde, thematic stnjcture, etc. 
All of these methods may be applied to clusters, which also bring with 
them, however, some new processes of their own. 

A characteristic quality of harmony is the possibility of movement 
within outside tones; that is, in changes of harmony the inner voices 
usually move to tones which were contained within the outer limits of 
the tones of the previous chord. But so long as our scale is limited to half¬ 
tone intervals, it is obviously impossible to shift tones within the outer 
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limits of a chromatic cluster, except through interchanging the parts. The 
cluster must be treated like a single unit, as a single tone is treated. All 
movement must be up or down the scale, as in melody. 


[Conclusion^ 

It is hoped, in putting forth the present outline, that different musicians 
may take interest in workingon the innumerable details of the various sub¬ 
jects. The detailed manner in which each material may be handled is 
hardly a matter to be decided beforehand and forced upon composers; 
each one has the right and desire to manage his own materials in such a 
fashion that they become the best vehicle for his own musical expres¬ 
sion. 

To disregard the subject of materials, however, does not make for a 
personal style, or for perfection or freedom of expression. Musical emo¬ 
tions are never so spontaneous as when the forms through which they 
manifest themselves are so well known to the composer as to be subcon¬ 
scious and can be delicately adjusted to the particular situation. The 
emotions of a listener with fine perception can never be entirely pleasur¬ 
able or satisfiactory if the composition he is hearing contains crudities of 
which he cannot but be emotionally as well as intellectually aware. 

For the sake of the exquisiteness of emotion which music may 
express, as well as for the sake of perfection of the music itself, therefore, 
there is a place for the formalization and co-ordination of different con¬ 
temporary musical resources by means of their common relationship 
with the overtone series, which, although it forms a mathematical, acous¬ 
tical and historical gauge, is not merely a matter of arithmetic, theory and 
pedantry, but is itself a living essence from which musicality springs. 

Henry Cowell, New Musical Resources (New York: Alfred A. Knopf, 1930). 38-41, 50-.52, 
.56, 117, 120-21, 138-39. Copyright © 1930 by Alfred A. Knopf, Inc., and renewed 19.58 by 
Henry Cowell. Reprinted by permission of the publisher. 
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Paul Hindemith (1895-1963) was not only Germany’s leading composer in the 
period between the wars; he was also that rarity among twentieth-century cre¬ 
ative musicians, a performing virtuoso (his main instrument was the viola) and an 
important teacher, both in Europe and in America. As his famous composition 
textbook of 1937 reveals, it was his devotion to practical musicianship and es- 
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pecially pedagogy that gradually made a traditionalist out of the once-radical 
musician. In the passage given below, Hindemith reaffirms his faith in “nature,’’ 
as manifested in the laws of acoustics, as the necessary basis of any valid musical 
practice, and sets forth his reasons for regarding some of the prestigious styles 
of the time with suspicion. 


Atonality and Polytonality 

We have seen that tonal relations are founded in Nature, in the eharae- 
teristies of sounding materials and of the ear, as well as in the pure rela¬ 
tions of abstraet numerieal groups. We eannot eseape the relationship of 
tones. Whenever two tones sound, either simultaneously or sueees- 
sively, they ereate a eertain interval-value; whenever ehords or intervals 
are eonnected, they enter into a more or less elose relationship. And 
whenever the relationships of tones are played off one against another, 
tonal eoherenee appears. It is thus quite impossible to devise groups of 
tones without tonal eoherenee. Tonality is a natural foree, like gravity. 
Indeed, when we eonsider that the root of a ehord, beeause of its most fa¬ 
vorable vibration-ratio to the other tones, and the lowest tone of a ehord, 
because of the actually greater dimension and weight of its wave, have 
greater importance that the other tones, we recognize at once that it is 
gravitation itself that draws the tones towards their roots and towards the 
bass line, and that relates a multiplicity of chords to the strongest among 
them. If we omit from consideration the widely held notion that every¬ 
thing in which the ear and the understanding are not at once completely 
at home is atonal (a poor excuse for a lack of musical training and for fol¬ 
lowing the path of least resistance), we may assert that there are but two 
kinds of music; good music, in which the tonal relations are handled in¬ 
telligently and skillfully, and bad music, which disregards them and 
consequently mixes them in aimless fashion. There are many varieties 
between these two extremes, and of course it does not follow that all 
music in which the tonal relations are beautifully worked out is good 
music. But in all good music account is taken of them, and no music 
which disregards them can be satisfying, any more than could a building 
in which the most elementary laws of the vertical and horizontal disposi¬ 
tions of masses were disregarded. For the creation of tonality it is all the 
same, being a matter of style and period, or of the manner in which a 
composer works, what kind of chord material is employed. A piece that 
consists primarily of very harsh and grating chords need not be atonal; 
and, on the other hand, limitation to the purest triads is no guarantee of 
clean tonal relationships. 

The only music which can really be called atonal, therefore, is the 
work of a composer who is motivated perhaps by a consciousness of the 
inadequacy of old styles to the musieal needs of our day, perhaps by a 
search for an idiom that will express his own feelings, perhaps by sheer 
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perversity, to invent tonal combinations which do not obey the laws of 
the medium and cannot be tested by the simplest means of reckoning. 
Such a man is not impelled by the instinct of the musician, who even in 
what seems his blindest groping never loses the true path entirely from 
view. 

There are today a considerable number of composers who issue 
works that they call atonal. Doubtless these composers see in their 
freedom from tonality a liberty that will lift their art to the infinity of 
time and space. Apart from the fact that I consider it impossible to abol¬ 
ish the inherent characteristics of the medium, I do not believe that lib¬ 
erty is achieved by substituting mere variety for the principle of natural 
order. Nowhere does Nature give us any indication that it would be 
desirable to play off a certain number of tones against one another in a 
given duration and pitch-range. Arbitrarily conceived rules of that sort 
can be devised in quantities and if styles of composition were to be 
based upon them, I can conceive of far more comprehensive and more 
interesting ones. To limit oneself to home-made tonal systems of this sort 
seems to me a more doctrinaire proceeding than to follow the strictest 
diatonic rules of the most dried-up old academic. Is it not strange that the 
same composers who worship harmonic freedom—or what they mistake 
for freedom, which is only a dead end which they have not yet recog¬ 
nized as such—have been taken in as regards musical structure by a 
formalism that makes the artificialities of the early Netherland con¬ 
trapuntists seem like child’s play? 

The existence of this style seems to me only to lend final confirmation 
to the fact, everywhere to be observed, of the disappearance of under¬ 
standing judgment and critical sense in the field of music. But already a 
decline is noticeable in the interest manifested in this music based on 
rules dictated by fashion and contrary to nature. 

Anyone to whom a tone is more than a note on paper or a key pressed 
down, anyone who has ever experienced the intervals in singing, es¬ 
pecially with others, as manifestations of bodily tension, of the conquest 
of space, and of the consumption of energy, anyone who has ever tasted 
the delights of pure intonation by the continual displacement of the 
comma in string-quartet playing; must come to the conclusion that there 
can be no such thing as atonal music, in which the existence of tone-rela¬ 
tionships is denied. The decline in the value placed upon tonality is 
based on the system of equal temperament, a compromise which is 
presented to us by the keyboard as an aid in mastering the tonal world, 
and then pretends to be that world itself. One needs only to have seen 
how the most fanatical lover of the piano will close his ears in horror at 
the falseness of the tempered chords of his instrument, once he has com¬ 
pared them a few times with those produced by a harmonium in pure in¬ 
tonation, to realize that with the blessing of equal temperament there en¬ 
tered into the world of music—lest the bliss of musical mortals be 
complete—a curse as well: the curse of too easy achievement of tone- 
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connections. The tremendous growth of piano music in the last century 
is attributable to it, and in the “atonal” style I see its final fulfill 
ment—the uncritical idolatry of tempered tuning. 

There is another catchword that dates from the post-war period: poly¬ 
tonality. The game of letting two or more tonalities run along side by 
side and so achieving new harmonic effects is, to be sure, very entertain¬ 
ing for the composer, but the listener cannot follow the separate tonali¬ 
ties, for he relates every simultaneous combination of sounds to a 
root—and thus we see the futility of the game. Every simultaneous com¬ 
bination of sounds must have one root, and only one; one cannot con¬ 
ceive of additional roots somewhere above, belonging to other tonal 
spheres. Even the craziest harmonic combinations can result in only one 
root-perception. The ear judges the total sound, and does not ask with 
what intentions it was produced. Skillful planning of the harmonic fluc¬ 
tuation will eliminate all accidental effects such as always come about 
when tonal successions belonging to different tonal domains are 
capriciously combined. But since organic work, growing out of natural 
roots, will always stand on a firmer basis than the arbitrary combination 
of different elements, polytonality is not a practical principle of composi¬ 
tion. 

Paul Hindemith, The Craft of Musical Composition, trans. Arthur Mendel (New York: As¬ 
sociated Music Publishers, 1942), 152-56. Copyright © 1942 by Schott & Co. Ltd., Lon¬ 
don. Copyright © renewed 1970 by B. Schott’s Sohne, Mainz. All rights reserved. Used by 
permission of European American Music Distributors Coiporation, sole U.S. agent for 
B. Schott’s Sohne. 
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Anti-Romantic reaction came from many quarters. In the Germany of the Weimar 
Republic, post-war idealism combined with adverse eeonomic conditions to 
produce the widespread eonviction that artists must give up the ivory tower and 
eontribute actively to the reeonstruction of European society. Composers of the 
front rank wrote quantities of music for home and sehool, mueh of it set to texts of 
overtly “proletarian” eontent. Perhaps the most eonspicuous art works embody¬ 
ing these principles were the collaborations of playwright Bertolt Brecht 
(1898-1956) and composer Kurt Weill (1900-50), whieh ranged from one-act 
school plays with music to full-length operas. Below, Weill gives expression to 
his artistie credo in the form of an answer to a questionnaire from the Berliner 
Ta^eblatt, in whieh various well-known artists were asked how they would 
explain their work to an audienee of sehoolchildren. 
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I have just played you some music by Wagner and his followers. You 
have seen that this music consists of so many notes that I was unable to 
play them all. You would have liked now and then to join in singing the 
tune, but this i^roved impossible. You also noticed that the music made 
you feel sleepy, and drunk, as alcohol or an intoxicating drug might have 
done. You do not wish to go to sleep. You wish to hear music that can be 
understood without explanation. You probably wonder why your parents 
attend eoncerts. It is, with them, a mere matter of habit. Nowadays, there 
are matters of greater interest to all; and if music cannot serve the inter¬ 
ests of all, its existence is no longer justified. 

Notes to Kurt Weill: Dreigroschenoper Selections (Telefunken Records, LGX 66053). 

Though not an adherent of leftist politics, Paul Hindemith shared the sense of 
social responsibility that motivated such "'proletarian"" composers as Weill and 
Hanns Eisler (1898-1962). In a famous statement made in 1927, he expressed 
himself to the effect that “It is to be regretted that in general so little relationship 
exists today between the producers and consumers of music. A composer should 
write today only if he knows for what purpose he is writing. The days of compos¬ 
ing for the sake of composing are perhaps gone forever. On the other hand, the 
demand for music is so great that the composer and consumer ought most em¬ 
phatically to come to an understanding."" Out of this concern Hindemith coined 
a term that promptly entered the international jargon of twentieth-century 
music as the very emblem of the aims of “good citizen composers."" Later, he 
came bitterly to resent the word’s popularity, and the way it was used by hos¬ 
tile critics to belittle him and his art. Below, in a passage from the preface to 
the published version of a series of lectures delivered at Harvard University in 
1949, Hindemith tries to recant the term and the artistic position it represented. 
But the passage reveals above all the difference between the artistic climate be¬ 
tween the wars and the one that reigned after World War H. 

A quarter of a century ago, in a discussion with German choral con¬ 
ductors, I pointed out the danger of an esoteric isolationism in music by 
using the term Gebrauchsmiisik, Apart from the ugliness of the word—in 
German it is as hideous as its English equivalents, workaday music, 
music for use, utility music, and similar verbal beauties—nobody found 
anything remarkable in it, since quite obviously music for which no use 
can be found, that is to say, useless music, is not entitled to public con¬ 
sideration anyway and consequently the Gehrauch is taken for granted. 
Whatever else I had written or said at that time remained deservedly un¬ 
known, and of my music very few pieces had reached this country; but 
that ugly term showed a power of penetration and a vigor that would be 
desirable for worthier formulations. Some busybody had written a report 
on that totally unimportant discussion, and when, years later, I first came 
to this country, I felt like the sorcerer's apprentice who had become the 
victim of his own conjurations: the slogan Gebraiichsmusik hit me wher- 
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ever I went, it had grown to be as abundant, useless, and disturbing as 
thousands of dandelions in a lawn. Apparently it met perfectly the com¬ 
mon desire for a verbal label which classifies objects, persons and 
problems, thus exempting anyone from opinions based on knowledge. 
Up to this day it has been impossible to kill the silly term and the 
unscrupulous classification that goes with it. 

Paul Hindemith, A Composer’s World (Cambridge: Harvard University Press, 1952), x-xi. 

Another notable reaction to the exclusivity of “modern music” and its lack of 
social utility took place in America during the decade of the Great Depression, 
and continued to gather force until the Second World War. At its root lay a deep 
desire to contribute meaningfully to the life of the nation and to see “serious” 
music fill a real need in American society. Composers like Roy Harris 
(1898-1979), Virgil Thomson, and, most prominently, Aaron Copland (1900-) 
began to write in a style that was basically “neoclassic” and therefore French in 
orientation (they were all students of Nadia Boulanger), but which at the same 
time attempted to stylize elements of American folk music. They cultivated a 
deliberate simplicity of form and texture in an effort to win a wider audience for 
their work. The tendency reached its peak with Copland’s ballets Billy the Kid 
(1938), Rodeo (1942), and Appalachian Spring (1944). By the time Copland 
wrote the essay we have abridged below (originally delivered as a lecture at 
Harvard University in 1951), the movement had largely run its course and the 
composer had been put somewhat on the defensive. The essay remains, howev¬ 
er, an eloquent document of a uniquely optimistic and energetic episode in the 
development of American art music. 


The Composer in Industrial America 

My own experience I think of as typical because I grew up in an 
urban community (in my case. New York City) and lived in an environ¬ 
ment that had little or no connection with serious music. My discovery of 
music was rather like coming upon an unsuspected city—like discover¬ 
ing Paris or Rome if you had never before heard of their existence. The 
excitement of discovery was enhanced because I came upon only a few 
streets at a time, but before long I began to suspect the full extent of this 
city. The instinctual drive toward the world of sound must have been 
very strong in my case, since it triumphed over a commercially minded 
environment that, so far as I could tell, had never given a thought to art 
or to art expression as a way of life. 

The curious thing, in retrospect, is the extent to which I was undis¬ 
turbed by the ordinariness of the workaday world about me. It didn’t 
occur to me to revolt against its crassness, for in the last analysis it was 
the only world I knew, and I simply accepted it for what it was. Music 
for me was not a refuge or a consolation; it merely gave meaning to my 
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existence, where the world outside had little or none. I couldn’t help 
feeling a little sorry for those to whom music and art in general meant 
nothing, but that was their own concern. As for myself, I could not 
imagine my own life without it. 

It seems to me now, some thirty-five years later, that music and the 
life about me did not touch. Music was like the inside of a great building 
that shut out the street noises. They were the noises natural to a street; 
but it was good to have the quiet of the great building available, not as a 
haven or a hiding place, but as a different and more meaningful place. 

My years in Europe from the age of twenty to twenty-three made me 
acutely conscious of the origins of the music I loved. Most of the time I 
spent in France, where the characteristics of French culture are evident 
at every turn. The relation of French music to the life around me became 
increasingly manifest. Gradually, the idea that my personal expression 
in music ought somehow to be related to my own back-home environ¬ 
ment took hold of me. The conviction grew inside me that the two things 
that seemed always to have been so separate in America—music and the 
life about me—must be made to touch. This desire to make the music I 
wanted to write come out of the life I had lived in America became a 
preoccupation of mine in the twenties. It was not so very different from 
the experience of other young American artists, in other fields, who had 
gone abroad to study in that period; in greater or lesser degree, all of us 
discovered America in Europe. 

Sometimes it seems to me that it was the composers who were the 
very last to take cognizance of a marked change that came over the 
musical scene after the stimulating decade of the twenties. The change 
was brought about, of course, by the introduction for the first time of the 
mass media of distribution in the field of music. First came the phono¬ 
graph, then the radio, then the sound film, then the tape recorder, and 
now television. Composers were slow to realize that they were being 
faced with revolutionary changes: they were no longer merely writing 
their music within an industrial framework; industrialization itself had 
entered the framework of what had previously been our comparatively 
restricted musical life. One of the crucial questions of our times was in¬ 
jected: how are we to make contact with this enormously enlarged po¬ 
tential audience, without sacrificing in any way the highest musical 
standards? 

Jacques Barzun recently called this question the problem of 
numbers. "‘A huge increase in the number of people, in the number of 
activities, and possibilities, of desires and satisfactions, is the great new 
fact.” Composers are free to ignore this “great new fact” if they choose; 
no one is forcing them to take the large new public into account. But it 
would be foolish to side-step what is essentially a new situation in 
music: foolish because musical history teaches us that when the audi¬ 
ence changes, music changes. Our present condition is very analogous to 
that in the field of books. Readers are generally quick to distinguish be- 


494 


The Twentieth Century 


tween the book that is a best seller by type and the book that is meant for 
the restricted audience of intellectuals. In between there is a consider¬ 
able body of literautre that appeals to the intelligent reader with broad 
interests. Isn’t a similar situation likely to develop in music? Aren’t you 
able even now to name a few best-seller compositions of recent vintage? 
Certainly the complex piece—the piece that is “born difficult”—is an en¬ 
tirely familiar musical manifestation. But it is the intelligent listener 
with broad interests who has tastes at the present time which are dif¬ 
ficult to define. Composers may have to relinquish old thinking habits 
and become more consciously aware of the new audience for whom they 
are writing. 

In the past, when I have proffered similar gratuitous advice on this 
subject, I have often been misinterpreted. Composers of abstruse music 
thought they were under attack, and claimed that complexities were nat¬ 
ural to them—“born that way,” a contention that I never meant to dis¬ 
pute. I was simply pointing out that certain modes of expression may not 
need the full gamut of post-tonal implications, and that certain expres¬ 
sive purposes can be appropriately carried out only by a simple texture 
in a basically tonal scheme. As I see it, music that is born complex is not 
inherently better or worse than music that is born simple. 

Others took my meaning to be a justification for the watering down of 
their ideas for the purposes of making their works acceptable for mass 
consumption. Still others have used my own compositions to prove that I 
make a sharp distinction between those written in a “severe” and those 
in a “simple” style. The inference is sometimes drawn that I have con¬ 
sciously abandoned my earlier dissonant manner in order to popularize 
my style—and this notion is applauded enthusiastically; while those of a 
different persuasion are convinced that only my so-called “severe ” style 
is really serious. 

In my own mind there never was so sharp a dichotomy between the 
various works I have written. Different purposes produce different kinds 
of work, that is all. The new mechanization of music’s media has 
emphasized functional requirements, very often in terms of a large audi¬ 
ence. That need would naturally induce works in a simpler, more direct 
style than was customary for concert works of absolute music. But it did 
not by any means lessen my interest in composing works in an idiom that 
might be accessible only to cultivated listeners. As I look back, it seems 
to me that what I was trying for in the simpler works was only jiartly the 
writing of compositions that might speak to a broader audience. More 
than that they gave me an opportunity to try for a more homespun 
musical idiom, not so different in intention from what attracted me in 
more hectic fashion in my jazz-influenced works of the twenties. In other 
words, it was not only musical functionalism that was in question, but 
also musical language. 

This desire of mine to find a musical vernacular, which, as language, 
would cause no difficulties to my listeners, was perhaps nothing more 
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than a recrudescence of iny old interest in making a connection between 
music and the life about me. Our serious composers have not been sig¬ 
nally successful at making that kind of connection. Oblivious to their sur¬ 
roundings, they live in constant communion with great works, which in 
turn seems to make it de rigtieur for them to attempt to emulate the great 
works by writing one of their own on an equivalent plane. Do not misun¬ 
derstand me. I entirely approve of the big gesture for those who can 
carry it off. What seems to me a waste of time is the self-deceiving 
“major” effort on the part of many composers who might better serve the 
community by the writing of a good piece for high school band. 

One of the primary problems for the composer in an industrial society 
like that of America is to achieve integration, to find justification for the 
life of art in the life about him. I must believe in the ultimate good of the 
world and of life as I live it in order to create a work of art. Negative emo¬ 
tions cannot produce art; positive emotions bespeak an emotion about 
something. I cannot imagine an art work without implied convictions; 
and that is true also for music, the most abstract of the arts. 

It is this need for a positive philosophy which is a little frightening in 
the world as we know it. You cannot make art out of fear and suspicion; 
you can make it only out of affirmative beliefs. This sense of affirmation 
can be had only in part from one’s inner being; for the rest it must be 
continually reactivated by a creative and yea-saying atmosphere in the 
life about one. The artist should feel himself affirmed and buoyed up by 
his community. In other words, art and the life of art must mean some¬ 
thing, in the deepest sense, to the everyday citizen. When that happens, 
America will have achieved a maturity to which every sincere artist will 
have contributed. 

Aaron Copland, Music and the Imagination (Cambridge, Mass.: Harvard University Press, 
1952), 96-111. Reprinted by permission of the publishers. Copyright © 1952 by the Pres¬ 
ident and Fellows of Harvard College, © 1980 by Aaron Copland. 
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The following manifesto, by the Russian Association of Proletarian Musicians 
(RAPM), the organization that represented the extreme “left wing” in early Sovi¬ 
et musical politics, presents an interesting, if hopelessly doctrinaire, analysis of 
the post-Wagnerian crisis, and the various early twentietli-century modernisms, 
in terms of Marxian dialectics. It should be emphasized that this document does 
not represent an official government or party viewpoint as of 1929. The machin¬ 
ery for imposing party controls on art was implemented three years later, with 
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the establishment of the Writers’, Artists’, and Composers’ “Unions. Official So¬ 
viet musical ideology of the Stalin period tended to emphasize nothing like the 
break with all traditional “classical’’ heritages advocated by the RAPM, but 
rather the enforced continuation of the Russian nineteenth-century “national” 
school. The quotation at the end of the present extract is from a famous pro¬ 
nouncement on art (deriving not from Marx but from Tolstoy) by Lenin. 


Music and the Classes 

Reflecting the general evolution of class society, the music of the past 
evolved along two main paths: on the one hand the music of the toilers, 
the exploited, and the oppressed classes (the so-called folk music), on 
the other hand the feudal bourgeois music, which comprises virtually 
the entire bulk of written “cultured” music. 

The position of this or that class at a given historical moment deter¬ 
mines the development of these two musical cultures. 

The brilliant spread of the musical culture of the ruling classes was 
determined by its possession of the tools of material, technical culture in 
the domain of everyday life as in that of the special musical field 
(complicated musical instruments, special technique of their manufac¬ 
ture, special educational institutes, music printing, etc.). 

On the contrary, the music of the oppressed and exploited classes, 
despite its deep musical significance, remains at a primitive stage as far 
as cultural, technical, and material means are concerned. 

The above conditions give the ruling classes the possibility of utiliz¬ 
ing the creative forces of the exploited masses. At certain moments of 
history musicians of the ruling classes address themselves to the art of 
the oppressed classes and, taking their most valuable possession, 
nourish their own music entirely with the vitalizing juice of folk music. 


Musical Culture of the Past 

Bourgeois music in its latest period (that of the entrance of capitalism 
into its highest stage, financial capitalism) has reflected the process of 
general decay and disintegration of bourgeois culture. During this 
period music begins to cultivate decadent moods, and engages in the fol¬ 
lowing pursuits; 

a. Cultivation of sensual and pathologically erotic moods emerging 
as a result of narrowing interests of a bourgeoisie degenerating 
morally and physically; cultivation of musical materials reflecting 
primitive psychology of the nations, “colonial” exotic music, etc. 

b. Mysticism, feeling of oppressiveness as a premonition on the part 
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of the bourgeoisie of the impending social catastrophe and the end 
of bourgeois rule. 

c. Reproduction in a musical work of the movement of the contem¬ 
porary capitalist city with its milling humanity and industry. This 
naturalistic streak in contemporary music is a symptom of its decay 
and of the inner devastation of the bourgeoisie, the inadequacy of 
its ideological-emotional world to serve as “means of com¬ 
munication among men” and inspiration for composers. Hence, 
the so-called “emotionalist” trends in music and, specifically, ur¬ 
banist music that reduces itself to a more or less successful 
reproduction of noises. 

d. Cultivation of primitive, coarse subjects as a means, on the part of 
the bourgeoisie, to slow up the process of degeneration and to 
fight the proletariat that threatens “anarchy” for the bourgeoisie 
after the Revolution. 

The decadent subject-matter of bourgeois music determines its form. 
Under the influence of decadent moods the inner meaning of music 
becomes diluted; technical elements gain ascendancy and music splits 
into factions according to its formal elements. In contemporary decadent 
bourgeois music the most characteristic elements are; 

a. Hypertrophy of harmonic, vertical concepts, resulting in utter mo¬ 
notony and poverty of metrical, rhythmical design, which leads 
towards distortion of the musical phrase and loss of dynamic 
power, and disappearance of melos that caused the vocal crisis of 
bourgeois opera. 

b. Hypertrophy of the polyphonic principle, accompanied by com¬ 
plete negation of the modal groundwork of music (so-called linear 
music). 

c. The pursuance of illogical spasmodic rhythms. 

d. The striving towards so-called absolute, self-sufficient “construc- 
tivistic” music, mechanistically built, and claiming to produce an 
emotional response of a predetermined nature. The school of com¬ 
position inculcating this attitude (the so-called theory of “manu¬ 
facture” of musical compositions) contributes to the complete dis¬ 
appearance of creative urge, replaced by dead mechanical sche- 
maticism. 

During this last period the bourgeoisie, disguising its class interests 
under convenient slogans, makes claim to “objective,” formal, technical 
“attainments,” rejects the legacy of the classical past, and promotes 
“novelty,” “contemporaneity,” and “progress” in a narrow, formal, tech¬ 
nical sense. These trends in contemporary bourgeois music, symptoma¬ 
tic of the psychological distress of the bourgeoisie, are a direct result of 
its decay and degeneration. 
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RAPM 

The fundamental task of the Proletarian Artistic Associations is to es¬ 
tablish the hegemony of the proletariat in various fields of the arts. 

In the domain of music, such an organization is embodied in the Rus¬ 
sian Association of Proletarian Musicians (RAPM), which unites musi¬ 
cians active in the proletarian advance-guards on the various sectors of 
the front of class war, among them on the musico-ideological sector. 

The ultimate aim of the RAPM is extension of the hegemony of the 
proletariat to the music field. At present it sets the following concrete 
tasks: 

a. Extension of the proletarian Communist influence to the musical 
masses, re-education and reorganization of these masses in order 
to direct their work and creative talents towards Socialist upbuild¬ 
ing. 

b. Creation of Marxist musicology and Marxist musical criticism, crit¬ 
ical absorption of the musical culture of the past and of contem¬ 
porary musical literature from the viewpoint of the proletariat. 

c. Demonstration of proletarian musical creative productions and 
creation of necessary conditions for complete development and 
growth of proletarian music. 

In their creative work, composers, members of tbe Association of Pro¬ 
letarian Musicians, strive above all to reflect tbe rich, full-blooded psy¬ 
chology of the proletariat, as historically the most advanced, and dialec¬ 
tically the most sensitive and understanding class. 

Following the dialectical and not the mechanistic laws of evolution, 
composers, members of the RAPM, strive to create gradually new 
musical forms and a new style born of its artistic subject matter. 

The interrelation of content and form is regarded by the RAPM as a 
dialectical unity. 

Thus, while not accepting any form of contemporary bourgeois music 
that in its content is opposed to the proletariat, the RAPM proclaims the 
slogan of learning the craft first of all from those among composers of the 
past who reflected in their creative output the subject matter close to the 
revolutionary ideas of the proletariat. 

New musical forms are created and will be created by the proletariat. 
Proletarian music must “penetrate into the innermost masses of work¬ 
men and peasants, unite the thought and the will of these masses and 
raise them” for further struggle and construction, organizing their class 
consciousness in the direction of the ultimate victory of the proletariat as 
builder of Communist society. 

“The Ideological Platform of the Russian Association of Proletarian Musicians” (1929), in 
Nicolas Sloniinsky (ed.), Music Since 1900, 4th ed. (New York: Charles Scribner’s Sons, 
1971), 1353-57, Trans. Nicolas Sloniinsky. Copyright © 1971 Nicolas Slonimsky. 
Reprinted with the permission of Charles Scribner’s Sons. 
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The career of Sergei Prokofiev (1891-1953) was in many ways symptomatic of 
the fate of composers living in the great twentieth-century totalitarian states. 
Early an international celebrity both as pianist and composer, Prokofiev spent 
the decade and a half following the Russian revolution in Western Europe, 
where he was closely associated, like Stravinsky, with Sergei Diaghilev and the 
Ballets Russes. He returned to his homeland in the 1930s, upon assurances that 
he would be exempt from political interference. But from the first he experi¬ 
enced difficulties with the authorities, for the period of Prokofiev’s Soviet resi¬ 
dence happened to coincide precisely with the period of greatest rigidity in Sovi¬ 
et arts policy. His difficulties reached their height in 1948, when the composer 
was publicly censured for “formalism,” defined by a Soviet musical dictionary of 
the time as “the artificial separation of form from content and the conferring on 
form or its individual elements of a self-sufficient and primary importance to the 
detriment of content.” This was a code for “modernism,” of course, and 
Prokofiev’s music was placed under a virtual ban. Below, we give the letter with 
which Prokofiev “greeted” the now-infamous “Resolution on Music” in which 
he had been indicted, and attempted both to mollify his accusers and maintain 
the integrity of his musical aesthetic. Prokofiev did not live to see his restoration 
to official favor and, indeed, his elevation in the Soviet Union of today to the 
status of an unassailable “classic.” The opera-in-progress to which he refers, and 
by which he hoped to exculpate himself, was rejected and prohibited by the 
Composers’ Union and not staged until 1960. 

The state of my health prevents me from attending the General As¬ 
sembly of Soviet Composers. I therefore wish to express my ideas in 
regard to the Resolution of the Central Committee of the All-Union 
Communist Party (Bolsheviks) of 10 February 1948, in the present letter. 

I request that it be read at the Assembly if you find it expedient. 

The Resolution of the Central Committee has separated decayed tis¬ 
sue in our composers’ creative production from the healthy part. No mat¬ 
ter how painful it may be for many composers, myself included, 1 wel¬ 
come the Resolution, which establishes the necessary conditions for the 
return to health of the whole organism of Soviet music. The Resolution is 
particularly important because it demonstrates that the formalist move¬ 
ment is alien to the Soviet people, that it leads to the impoverishment 
and decline of music. It points out with ultimate clarity the aims that So¬ 
viet composers must attain to be of the greatest service to the Soviet peo¬ 
ple. 

As far as I am concerned, elements of formalism were peculiar to my 
music as long as fifteen or twenty years ago. Apparently the infection 
caught from contact with some Western ideas. When formalistic errors in 
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""Slaves to a Robot."" This cartoon, which appeared in the leading Soviet music 
journal in connection with the public hearings at which Prokofiev, among 
others, was humiliated, shows some leading music theorists, musicologists, and 
critics bowing down before a mechanical idol whose Latin-lettered name needs 
no translation. Is it a coincidence that the *‘roboP’'s face resembles that of 
Stravinsky, who in this period was particularly reviled in his homeland as an 
apostate and servile ‘'toady of imperialism''? (From Sovetskaia miizyka, 1948, 
no, 2, p, 152,) 
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Shostakovich s opera Lady Macl)eth of the Mtsensk District were ex¬ 
posed by Pravda [in 1936], I gave a great deal of thought to creative 
devices in my own music, and came to the conclusion that such a method 
of composition was faulty. 

As a result, I began a search for a clearer and more meaningful lan¬ 
guage. In several of my subsequent works— Alexander Nevsky, A Toast 
to Stalin, Romeo and Juliet, Fifth Symphony —I strove to free myself 
from elements of formalism and, it seems to me, succeeded to a certain 
degree. The existence of formalism in some of my works is probably 
explained by a certain complacency, an insufficient realization of the fact 
that it is completely unwanted by our people. The Resolution has shaken 
to the core the social consciousness of our composers, and it has become 
clear what type of music is needed by our people, and the ways of the 
eradication of the formalist disease have also become clear. 

I have never questioned the importance of melody. I love melody, 
and I regard it as the most important element in music. I have worked on 
the improvement of its quality in my compositions for many years. To 
find a melody instantly understandable even to the uninitiated listener, 
and at the same time an original one, is the most difficult task for a com¬ 
poser. Here he is beset by a great multitude of dangers: he may fall into 
the trivial or the banal, or into the rehashing of something already writ¬ 
ten by him. In this respect, composition of complex melodies is much 
easier. It may also happen that a composer, fussing over his melody for a 
long time, and revising it, unwittingly makes it over-refined and 
complicated, and departs horn simplicity. Undoubtedly, I fell into this 
trap, too, in the process of my work. One must be particularly vigilant to 
make sure that the melody retains its simplicity without becoming 
cheap, saccharine, or imitative. It is easy to say, but not so easy to ac¬ 
complish. All my efforts will be henceforth concentiated to make these 
words not only a recipe, but to carry them out in my subsequent works. 

I must admit that I, too, have indulged in atonality, but I also must say 
that I have felt an attraction toward tonal music for a considerable time, 
after I clearly realized that the construction of musical work tonally is 
like erecting a building on a solid foundation, while a construction 
without tonality is like building on sand. Besides, tonal and diatonic 
music lends many more possibilities than atonal and chromatic music, 
which is evident from the impasse reached hy Schoenberg and his dis¬ 
ciples. In some of my works in recent years there are sporadic atonal 
moments. Without much sympathy, I nevertheless made use of this 
device, mainly for the sake of contrast, in order to bring tonal passages to 
the fore. In the future I hope to get rid of this mannerism. 

I am highly gratified that the Resolution has pointed out the desira¬ 
bility of polyphony, particularly in choral and ensemble singing. This is 
indeed an interesting task for a composer, promising a great pleasure to 
the listener. In my new opera on a contemporary Soviet subject, The 
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Story of a Real Man by [Boris] Polevoi, I intend to introduee trios, 
duets, and contrapuntally developed choruses, for which I will make use 
of some interesting northern Russian folk songs. Lucid melody, and as 
far as possible, a simple harmonic language, are elements which I intend 
to use in my opera. 

In conclusion, I should like to express my gratitude to our Party for 
the precise directives of the Resolution, which will help me in my search 
of a musical language accessible and natural to our people, worthy of our 
people and of our great country. 

Nicolas Sloniinsky (eel.), Music Since 1900, 4th ed. (New York: Charles Scribners Sons, 
1971), 1373-74. Trans. Nicolas Sloniinsky. Copyright © 1971 Nicolas Slonimsky. Re¬ 
printed with the permission of Charles Scribner’s Sons. 
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Two perceptive essays by Virgil Thomson give a keen impression of the spec¬ 
trum of compositional activity just after World War II. In “On Being American ’ 
(New York Herald Tribune, 25 January 1948), Thomson sharply takes issue with 
the older idea that American music was to be founded on the cultivation of a self¬ 
consciously “national” idiom. The war effectively killed provincial attitudes 
about the nature of American music at the same time that it made America a 
musical center on a par with Europe. The presence of so many of the erstwhile 
leaders of all the various European trends as a direct result of Nazi persecution 
and then the war—Stravinsky and Schoenberg within a few miles of one another 
in Los Angeles!—made the United States in a far truer sense than before a 
musical melting pot. 

What is an American composer? The Music Critic’s Circle of New 
York says it is any musical author of American citizenship. This group, 
however, and also the Pulitzer Prize Committee, finds itself troubled 
about people like Stravinsky, Schoenberg, and Hindemith. Can these 
composers be called American, whose styles were formed in Europe and 
whose most recent work, if it shows any influence of American ways, 
shows this certainly in no direction that could possibly be called nation¬ 
alistic? Any award committee would think a second time before handing 
these men a certificate, as Americans, for musical excellence. The Amer¬ 
ican section of the International Society for Contemporary Music has 
more than once been reproached in Europe for allowing the United 
States to be represented at International festivals of the society by com¬ 
posers of wholly European style and formation, such as Ernest Bloch 
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[1880-1959, born in Geneva] and Ernst Kfenek [born 1900, in Vienna]. 
And yet a transfer of citizenship cannot with justice be held to exclude 
any artist from the intelleetual privileges of the country that has, both 
parties eonsenting, adopted him, no matter what kind of musie he writes. 

Neither ean obvious loealisms of style be demanded of any eomposer, 
native-born or naturalized. If Sehoenberg, who writes in an ultraehroma- 
tie and even atonal syntax and who praetieally never uses folk material, 
even that of his native Austria, is to be exeluded by that faet from the 
ranks of Ameriean eomposers, then we must exelude along with him that 
stalwart Vermonter, Carl Ruggles [1876-1971], who speaks a not dissim¬ 
ilar musical language. And among the native-born young, Harold 
Shapero [1920—] and Arthur Berger [1912—] are no more Ameriean for 
writing in the international neoelassie manner (fountainhead Stravinsky) 
than Lou Harrison [1917—], who employs the international ehromatie 
teehniques (fountainhead Schoenberg). All these gifted young writers of 
musie are Ameriean eomposers, though none employs a nationalistie 
trademark. 

The fact is, of course, that eitizens of the United States write musie in 
every known style. From the post-Romantic eelecticism of Howard Han¬ 
son [1896-1981] and the post-Romantie expressionism of Bernard 
Rogers [1893—1968] through the neo-elassieized impressionism of 
Edward Burlingame Hill [1872-1960] and John Alden Carpenter 
[1876—1951], the strietly Parisian neoclassicism of Walter Piston 
[1894-1976], the romanticized neoclassicism of Roy Harris and William 
Schuman [1910-], the elegant neo-Romanticism of David Diamond 
[1915—], the folksy neo-Romanticism of Douglas Moore [1893—1969], 
Randall Thompson [1899—], and Henry Cowell, the Germano-eclectic 
modernism of Roger Sessions, the neo-primitive polytonalism of Charles 
Ives, and the ecstatic chromaticism of Carl Ruggles, to the percussive 
and rhythmic research fellows Edgar Varese and John Cage, we have ev¬ 
erything. We have also the world famous European atonalists Schoen¬ 
berg and Kfenek, the neoclassic masters Stravinsky and Hindemith. We 
have, moreover, a national glory in the form of Aaron Copland, who so 
skillfully combines, in the Bartok manner, folk feeling with neoclassic 
techniques that foreigners often fail to recognize his music as American 
at all. 

All this music is American nevertheless, because it is made by Ameri¬ 
cans. If it has characteristic traits that can be identified as belonging to 
this continent only, our composers are largely unconscious of them. 
These are shared, moreover, by composers of all the schools and proba¬ 
bly by our South American neighbors. Two devices typical of American 
practice are the nonaecelerating crescendo and a steady ground-rhythm 
of equalized eighth notes (expressed or not). Neither of these devices is 
known to Europeans, though practically all Americans take them for 
granted. Further study of American music may reveal other chaiacter- 
isties. But there ean never be any justice in demanding their presence as 
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a proof of musical Americanism. Any American has the right to write 
music in any way he wishes or is able to do. If the American school is 
beginning to be visible to Europeans as something not entirely provin¬ 
cial with regard to Vienna and Paris, something new, fresh, real, and a 
little strange, none of this novel quality is a monopoly, or even a 
specialty, of any group among us. It is not limited to the native-born or to 
the German-trained or to the French-influenced or to the self-taught or to 
the New York-resident or to the California-bred. It is in the air and 
belongs to us all. It is a set of basic assumptions so common that every¬ 
body takes them for granted. This is why, though there is no dominant 
style in American music, there is, viewed from afar (say from Europe), an 
American school. 

National feelings and local patriotisms are as sound sources of inspi¬ 
ration as any other. They are not, however, any nobler than any other. At 
best they are merely the stated or obvious subject of a piece. Music that 
has life in it always goes deeper than its stated subject or than what its 
author thought about while writing it. Nobody becomes an American 
composer by thinking about America while composing. If that were true 
Georges Auric’s charming fox trot Adieu New York would be American 
music and not French music, and The Road to Mandalay would be Bur¬ 
mese. The way to write American music is simple. All you have to do is 
to be an American and then write any kind of music you wish. There is 
precedent and model here for all the kinds. And any Americanism worth 
bothering about is everybody’s property anyway. Leave it to the uncon¬ 
scious; let nature speak. 

Nevertheless, the award-giving committees do have a problem on 
their hands. I suggest they just hedge and compromise for a while. That, 
after all, is a way of being American, too. 

Virgil Thomson, “On Being American,” in A VirgfZ Thomson Reader by Virgil Thomson 
(New York: Houghton Mifflin, 1981), 304—306. Copyright © 1981 by Virgil Thomson. 
Reprinted by permission of Hougbton Mifflin Company. 

In a stimulating, if somewhat oversimplified, aeeount that appeared in the New 
York Herald Tribune on 2 February 1947, Thomson reported and attempted to 
explain to Ameriean readers what was to many a startling and disquieting phe¬ 
nomenon—the adoption, by inereasing numbers of young eomposers on both 
sides of the Atlantie, of the twelve-tone teehnique, eonfidently thought to be 
moribund a eouple of deeades before (see Roger Sessions, p. 455). Sympatbetie 
to this manifestation despite his own eompositional eonservatism, Thomson 
was an important early eneourager of Pierre Boulez (1925-), one of the first eon- 
spieuous “post-Webernians” to emerge. 

Musical modernism, as this has been understood for 50 years, is 
nowadays a pretty dead issue. Its masters are all famous and their works 
are known to the public. Its libertarian attitnde toward dissonance, 
rhythmic and metrical irregularities, and unconventional sonorities is no 
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longer revolutionary. Children are brought up on these liberties; and 
even symphony subscribers, a notoriously conservative group, accept 
them as normal. The only form of modernism that remains to be imposed 
(or finally refused) is atonality. 

In such a situation, with little left to fight for, what future is there for 
the composing young beyond a prospect of inevitable conformity? How 
can they avoid being placed in the public’s present scheme of things as 
mere competitors of their elders? How can they be fresh and original and 
interesting in their own right? Having observed them pretty carefully 
during the last ten years both here and abroad, I have come to the 
conclusion that they are doing exactly what anybody could have figured 
out by pure logic that they would do. They have taken up the only battle 
left, namely, that of atonality and its allied techniques. 

Not all the young, I grant you, are atonalists. There are neoclassicists 
and neo-Roman tics and even a few retarded impressionists among them. 
But a generation takes its tone from those who branch out, not from those 
who follow in footsteps. And today’s adventurous young, believe me, are 
mostly atonal. This position has more to offer them in artistic discovery 
and less in immediate royalties than any other available, excepting only 
the tradition of pure percussion. The latter is for the present so limited in 
scope and so completely occupied by John Cage that there is not much 
room left in it for anybody else. 

The atonal techniques, however, are more ample. One can move 
around in them. And the young of England, France, Italy, and the 
Americas have recognized that fact. Germany and Russia, on account of 
their lack of expressive freedom in the last ten and more years, are 
slower in taking up the new manner. There are still too many older ones 
that have not been accepted there yet. But in the countries where intel¬ 
lectual freedom is the norm, young composers are busy with nontonal 
counterpoint. 

Nontonal music, any music of which the key and mode are eonsis- 
tently obscure, has so far always turned out to be eontrapuntal. It eannot 
be harmonic in the conventional sense, beeause ehords pull everything 
back into a tonal syntax. And if harmonic in an unconventional way, 
through dependence on pereussive and other pitehless noises, it 
becomes contrapuntal through the neeessity of writing for these in 
varied simultaneous rhythmic patterns, these being its only souree of for¬ 
mal coherence. 

Counterpoint within the eonventional seales ean be of three kinds. 
That practiced in Europe from the I2th through the 15th eentury is 
known as quintal, which means that, read vertieally at the metrieal ae- 
cents, the music will be found to eontain ehiefly intervals of the fourth 
and fifth. Tertial counterpoint, whieh was the offieial style from the 16th 
through the 19th century, exhibits principally thirds and sixths when 
read this way. Secundal counterpoint, whieh is eharacteristie of our time, 
stacks up on the down beats as mostly seconds and sevenths. 


506 


The Twentieth Century 


Any of these styles can be used with either a diatonic or a chromatic 
melodic texture. The twelve-tone syntax, the strictest form of chromatic 
writing, can even be made to come out harmonically as tertial counter¬ 
point. The music of the chief living neoclassicists—Stravinsky, Milhaud, 
and Hindemith—is diatonic secundal counterpoint. That of Schoenberg 
is mostly chromatic secundal counterpoint. On account of this music’s 
lack of a full acceptance by the general public such as that of the neoclas¬ 
sicists enjoys, it remains, with regard to the latter, though it was con¬ 
ceived, in point of time, earlier, in an “advanced” position. The more 
vigorous movements among today’s young are, in consequence, all more 
closely related to Schoenberg than to the others. 

The newer music offers a divergence, however, from Schoenberg’s 
practice in its consistent preoccupation with nondifferentiated counter¬ 
point into melody, bass, countermelody, and accompaniment is abol¬ 
ished in this style for an equalized texture that recalls the music of the 
point into melody, bass, countermelody, and accompaniment is abol¬ 
ished in this style for an equalized texture that recalls the music of the 
pre-Renaissance period. There are advantages here to intimacy of 
expression, since the composer can speak in this technique as personally 
through a vocal or string ensemble as through a solo instrument. The 
disadvantage of it is that it is not easily applicable to diversified ensem¬ 
bles, where variety of timbre and technique imposes a certain differen¬ 
tiation of melodic style from one voice to another. 

The new music, therefore, is mostly homophonic [homogeneous] in 
sound, or instrumentation. It is personal in expression, too, and con¬ 
trapuntal in texture. Its counterpoint is secundal and generally chromat¬ 
ic. If it were not in the latter, it would resemble more closely than it does 
official, or neoclassic, modernism. It can appear tonal or nontonal when 
examined closely; and it can follow or not Schoenberg’s twelve-tone syn¬ 
tax, which this composer himself does not always follow. But its chroma¬ 
ticism invariably approaches atonality. This last, let us remember, is not 
a precise or easily attainable end. It is rather an ultimate state toward 
which chromaticism has always tended. Its attractiveness to our century 
comes, I think, from its equalization of harmonic tensions. We like 
equalized tensions. They are the basis of streamlining and of all those 
other surface unifications that in art, as in engineering, make a work rec¬ 
ognizable as belonging to our time and to no other. 

Virgil Thomson, “Modernism Today,” in Music Reviewed 1940-1954 (New York: Random 
House, 1967), 230-33. Reprinted by permission of the author. 
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New Developments in Serialism 


Pierre Boulez achieved his first notoriety in 1952 as a result of a shockingly pro¬ 
vocative attack on what he perceived as the incongruity between the just- 
deceased Schoenberg s great discovery of the “series” and the traditional struc¬ 
tural, textural, and rhythmic language he continued to employ to the end of his 
life. Webern is cited as the fountainhead ofa truly integrated serial music, in which 
structure and texture proceed from the implications of the new ordering princi¬ 
ple. Boulez’s uncompromising stance and his pugnacious tone (“since the Vien¬ 
nese discovery, every composer outside the serial experiments has been 
useless”) immediately made him a spokesman for his generation and a focal point 
of controversy. Later, Boulez mellowed to the point where he became for six 
years the conductor of the New York Philharmonic (1969-75). 

To take a stand regarding Schoenberg? 

To do so is urgently necessary, certainly; it is nonetheless an elusive 
problem, defying wisdom, perhaps a search without satisfactory result. 

It would be vain to deny it: the Schoenberg “case” is irritating, above 
all because of its freight of flagrant incompatibilities. 

For with Schoenberg we attend one of the most important revolutions 
that has ever affected the musical language. The material, properly 
speaking, does not change at all: the twelve half-tones. But the structural 
organization is altered: from tonal organization we pass to serial organi¬ 
zation. How did the idea of the series materialize? At what exact moment 
in Schoenberg’s oeuvre did it occur? 

Suspension of the tonal system is achieved effectively in the Three 
Pieces for Piano, op. 11. Thereaftei’, the experiments become more and 
more penetratingly acute and lead to the renowned Pierrot lunaire [op. 
21 (1912)]. I note three remarkable phenomena in the writing of these 
scores: the principle of constant variation, or nonrepetition; the prepon¬ 
derance of “anarchic” intervals—presenting the greatest tension relative 
to the tonal world—and progressive elimination of the octave, the tonal 
world par excellence; [finally,] a manifest attempt to constiuct con- 
trapuntally. 

His exploration of the dodecaphonic realm may be bitterly held 
against Schoenberg, for it went off in the wrong direction so persistently 
that it would be hard to find an equally mistaken perspective in the en¬ 
tire history of music. 

In Schoenberg’s serial works, the confusion between “theme” and 
“series” is explicit enough to show his impotence to foresee the sound- 
world that the series demands. Dodecaphonism consists only of a rigor¬ 
ous law for controlling chromatic writing; playing [in his works] only 
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the role of regulating instrument, the serial phenomenon itself was not, 
so to speak, perceived by Schoenberg. 

And there, it seems, you have what led to the decrepitude of the 
larger part of his serial oeuvre. The preclassic or classic forms ruling 
most of the architectures have no historical link to the dodecaphonic dis¬ 
covery; thus an inadmissible dichotomy arises between infrastructures 
related to the tonal phenomenon and a language in which one again per¬ 
ceives the laws of organization summarized above. These architectures 
annihilate the possibilities of organization inherent in the new language. 
The two worlds are incompatible, and Schoenberg attempted to justify 
one by the other. 

One cannot call such a procedure valid, and it produced results that 
could have been anticipated: the worst sort of misunderstanding. A 
warped “romantico-classicism” in which the good intentions are not the 
least unattractive element. One certainly gave no great credit to the 
serial organization by not allowing it its own modes of development, but 
substituting other, apparently surer ones. 

The persistence of accompanied melody, for example; of counter¬ 
point based upon a principal part and secondary parts. Nor is it only in 
the limited conceptions, but equally in the writing itself, that I see 
reminiscences of a dead world. Under Schoenberg’s pen there abounded 
the cliches of the most ostentatious and obsolete romanticism. I refer to 
those constant anticipations, with expressive leaning on the key note; I 
mean those false appoggiaturas; or, again, those formulas of arpeggios, of 
devices, of repetitions, which sound so terribly hollow. Finally, I refer to 
the disagreeable use of a contemptibly poor—call it ugly—treatment of 
rhythm. 

At the very beginning, perhaps one should dissociate the serial phe¬ 
nomenon from Schoenberg’s oeuvre. It is easy to forget that a certain 
Webern also labored. Perhaps, like that certain Webern, one could pur¬ 
sue the sound-EViDENCE by trying to derive the structure from the mate¬ 
rial. Perhaps one could enlarge the serial domain with intervals other 
than the half-tone. Perhaps one could generalize the serial principle to 
the four sound-constituents: pitch, duration, intensity and attack, timbre. 
Perhaps ... perhaps . . . one could demand from a composer some imagi¬ 
nation, a certain degree of asceticism, even a little intelligence, and, fi¬ 
nally, a sensibility that will not be toppled by the least breeze. 

We must keep ourselves from considering Schoenberg as a sort of 
Moses who died in view of the Promised Land after having brought 
down the Tables of the Law from a Sinai that some people obstinately 
want to confuse with Valhalla. [These are mocking references to Schoen¬ 
berg’s opera Moses und Aron.] We certainly owe him Pierrot lu- 
naire . . . and some other very enviable works. 

Nonetheless, it has become necessary that we demolish a misunder¬ 
standing that is so full of ambiguity and contradictions: it is time to neu- 
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tralize the setback. Therefore I do not hesitate to write, not out of any 
desire to provoke a stupid scandal, but equally without bashful hypocri¬ 
sy and pointless melancholy: 

SCHOENBERG IS DEAD. 

Pierre Boulez, Notes of an Apprenticeship, trans. Herbert Weinstock (New York: Alfred A. 
Knopf, 1968), 268—76. Copyright © 1968 by Alfred A. Knopf, Inc. Reprinted by permission 
of Alfred A. Knopf, Inc., and John Calder (Publishers) Ltd., London. 

Milton Babbitt (1916—) has emerged as an outstanding theorist of postwar 
twelve-tone music. He has devoted a great deal of study to the problems of es¬ 
tablishing structural and textural coherence based on specifically and exclusive¬ 
ly twelve-tone principles, taking as his point of departure procedures implicit 
in certain works of Schoenberg and Webern. The two most important of these he 
has called combinatoriality and derivation. The first involves the fashioning of 
twelve-tone sets the pitch content of whose halves (hexachords) can be 
reproduced or reciprocated by applying the ‘"classical” operations of the system 
(as described by Schoenberg above, p. 435), thus establishing a complementary 
relationship between various row forms that makes possible a true twelve-tone 
polyphony and even harmony. The other important device, derivation, consists 
of ordering the pitches of a tone row in such a way that, for example, its four con¬ 
stituent three-note groups (trichords) will sum up among themselves the clas¬ 
sical relationships: inversion, retrograde, retrograde inversion. This kind of row 
can yield extremely refined and subtle symmetries that can lend to twelve-tone 
music the kind of structural unity one finds in tonal music. Babbitt also has 
pioneered methods of applying serial procedures to nonpitch components such 
as duration and intensity. In the extract given below, from a very influential ar¬ 
ticle of 1955, Babbitt introduces his discussion of “total seriaiism” by sharply 
upbraiding his European colleagues for the superficiality of their approach to the 
problems at hand and their shortsighted attitude toward the classical heritage of 
serial music. It is not hard to guess that his chief target was Pierre Boulez and his 
notorious condemnation of Schoenberg. 

The first explicit steps in the direction of a ‘‘totally organized” 
twelve-tone music were taken here [in the United States] some fifteen 
years ago, motivated by the desire for a completely autonomous concep¬ 
tion of the twelve-tone system, and for works in which all components, 
in all dimensions, would be determined by the relations and operations 
of the system. The specific bases for achieving a total twelve-tone work 
were arrived at by the end of the war, and when, a short time later, there 
were reports of a group of young French, Italian and German composers 
who apparently shared like aims, their work was eagerly awaited. How¬ 
ever, their music and technical writings eventually revealed so very dif¬ 
ferent an attitude toward the means, and even so very different means, 
that the apparent agreement with regard to ends lost its entire signifi¬ 
cance. The most striking points of divergence can be summarized in 


510 


The Twentieth Century 


terms of the following apparent attributes of the music and the theory 
associated with it. Mathematics—or, more correctly, arithmetic is 
used, not as a means of characterizing or discovering general systematic, 
pre-compositional relationships, but as a compositional device, resulting 
in the most literal sort of “programme music,” whose course is deter¬ 
mined by a numerical, rather than by a narrative or descriptive, 
“programme.” The alleged “total organization” is achieved by applying 
dissimilar, essentially unrelated criteria of organization to each of the 
components, criteria often derived from outside the system, so that—for 
example—the rhythm is independent of and thus separable from the 
pitch structure; this is described and justified as a “polyphony” of com¬ 
ponents, though polyphony is customarily understood to involve, among 
many other things, a principle of organized simultaneity, while here the 
mere fact of simultaneity is termed “polyphony.” The most crucial 
problems of twelve-tone music are resolved by being defined out of exis¬ 
tence; harmonic structure in all dimensions is proclaimed to be irrele¬ 
vant, unnecessary, and perhaps, undesirable in any event; so, a princi¬ 
ple, or non-principle, of harmony by fortuity reigns. Finally, the music of 
the past—and virtually all of that of the present, as well—is repudiated 
for what it is not, rather than examined—if not celebrated—for what it is; 
admittedly, this is a convenient method for evading confrontation by a 
multitude of challenging possibles, including—perhaps—a few neces¬ 
saries. This latter represents a particularly significant point of di¬ 
vergence from the development to be considered here, which has its 
specific origins in the investigation of the implications of the techniques 
of the “classics” of twelve-tone music. Indeed, it is a principle that un¬ 
derlies the bulk of Schoenberg’s work (namely, combinatoriality), and 
another, superficially unrelated, principle occupying a similar position 
in the music of Webern (derivation), that have each been generalized 
and extended far beyond their immediate functions, finally to the point 
where, in their most generalized form, they are found to be profoundly 
interrelated, and in these interrelationships new properties and potenti¬ 
alities of the individual principles are revealed. 

Quite naturally, it was the “early American” works of Schoenberg 
that were the most influential. The familiar Schoenbergian principle of 
constructing a set in which linear continuity can be effected between 
sets related by the operation of retrograde inversion, supplies a basis of 
progression beyond mere set succession. The structural significance of 
such sets suggests a generalization to the construction of sets in which 
aggregate structures [that is, those encompassing the total chromatic 
spectrum] obtain between any two forms of the set. [There follows a de¬ 
tailed discussion of selected passages from Schoenberg’s String Quartet 
no. 4 (1936).] 

In addition to the value of such sets in effecting an interrelation of the 
“vertical” and “horizontal” far beyond mere identity, in generating fixed 
units of harmonic progression within which the components can in turn 
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generate associative and variable relationships, and in determining 
transpositional levels, there is a far more fundamental aspect, in that a hi¬ 
erarchy of relationships exists among these sets as determinants of 
[quasi-tonal] regions, an hierarchical domain closely analogous to the 
circle of fifths, and defined similarly by considering the minimum 
number and the nature of the pitch alterations necessary to reproduce 
source sets at various transpositional levels. 

[As to derivation,] consider the set, so characteristic of Webern, that 
is used in his Concerto For Nine Instruments [op. 24 (1935)]. It is pre¬ 
sented in four three-note units: B-B^-D, Ei- -G-F*^, Gt^-E-F, G-G)>-A; the 
first prime three-note unit is followed by its retrograde inversion, its 
retrograde, and its inversion. In this manner, the functional and struc¬ 
tural implications of a compositional set can be determined by the 
derivational inteirelationships of such units, in relation to the original 
set, and to each other, as defined hierarchically by the total domain of 
source sets. The extraordinary interrelationships that exist within and. 
among the domains so defined emphasize the essential significance ol 
the inherent structure of the set, and the unique compositional stage 
represented by the fact of the set, as the element with regard to which 
the generalized operations of the system achieve meaning, and from 
which the progressive levels of the composition, from detail to totality, 
can derive. 

The twelve-tone structuralization of non-pitch components can be 
understood only in terms of a rigorously correct definition of the nature 
of the operations associated with the system. In characterizing the prime 
set, it is necessary to associate with each note the ordered number 
couple—order number [within the set], pitch number, measured from 
the first note as origin—required to define it completely with regard to 
the set. Then inversion—in the twelve-tone sense—is revealed to be 
complementation modulo 12 of the pitch number. (In other words, pitch 
number 4 becomes pitch number 8, etc.; naturally, inteiwal numbers are 
also complemented.) Likewise, retrogression is complementation of the 
order number, and retrograde inversion is complementation of both 
order and pitch numbers. Any set of durations—whether the durations 
be defined in terms of attack, pitch, timbre, dynamics, or register—can 
be, like the pitch set, uniquely permuted by the operation of comple¬ 
mentation, with the modulus most logically determined by a factor or 
multiple of the metric unit. Thus, the rhythmic component, for example, 
can be structured in precisely the same way, by the identical operations, 
as the pitch component; rhythmic inversion, retrogression, and retro¬ 
grade inversion are uniquely defined, and combinatoriality, derivation 
and related properties are analogously applicable to the durational set. 
The result can be a structuring of all the durational and other non-pitch 
components, determined by the operations of the system and uniquely 
analogous to the specific structuring of the pitch components of the indi¬ 
vidual work, and thus, utterly nonseparable. 
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Even this extremely incomplete presentation should indicate the 
possibility of twelve-tone music, organized linearly, harmonically in the 
small and in the large, rhythmically—indeed, in all dimensions—in 
terms of the essential assumptions of the system. Certainly, the 
resources indicated here do not constitute a guarantee of musical coher¬ 
ence, but they should guarantee the possibility of coherence. Above all, 
it is hoped that they serve to give at least some indication of the extraor¬ 
dinary breadth and depth of the twelve-tone system. 

Milton Babbitt, '‘Some Aspects of Twelve-Tone Composition,'' The Score, no. 12 (June 
1955), 53-61. By kind permission of the author. 
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One of the strongest boosts twelve-tone music received in the period following 
World War II was Igor Stravinsky’s famous ‘‘conversion” to the technique 
pioneered by his late arch-rival Schoenberg. In the first of the three extracts 
given below, Stravinsky expresses to a French reporter a new sympathy for the 
works of the Viennese atonalists, though he continues to maintain a front of resis¬ 
tance. What he did not tell his interviewer was that even as he spoke, he was at 
work on his Septet, the first work in which he employed a tone row. 

The twelve-tone system? Personally, I have enough to do with seven 
tones. But the twelve-tone composers are the only ones who have a dis¬ 
cipline I respect. Whatever else it may be, twelve-tone music is certainly 
pure music. It is only that twelve-tone composers are prisoners of the 
number twelve. I feel freer with the number seven. 

“Rencontre avec Stravinsky," Preuves, 11, no. 16 (1952), 37. Trans. R. T. 

The other two passages are from the series of “conversation” books Stravinsky 
coauthored with the American conductor Robert Craft (1923-), his close as¬ 
sociate, who was, perhaps more than anyone else, responsible for arousing his 
interest in the twelve-tone technique, and the works of Webern in particular. 
The discussion with Craft of the early serial works emphasizes the continuity of 
Stravinsky’s serial period with his earlier work, while Stravinsky’s description 
of his Movements for Piano and Orchestra shows him well embarked on the 
serial path and betrays a disarming hint of pride in his mastery of some of the 
more advanced ramifications of his new method. 
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Do you think of the intervals in your series as 
tonal intervals; that is, do your intervals al¬ 
ways exert tonal pull? 

The intervals of my series are attracted by to¬ 
nality; I compose vertically and that is, in one 
sense at least, to compose tonally. 

How has composing with a series affected 
your own harmonic thinking? Do you work in 
the same way—that is, hear relationships and 
then compose them? 

I hear certain possibilities and I choose. I can 
create my choice in serial composition just as 
I can in any tonal contrapuntal form. I hear 
harmonically, of course, and I compose in the 
same way I always have. 

Nevertheless, the Gigue from your Septet and 
the choral canons in the Canticum Sacrum are 
much more difficult to hear harmonically than 
any earlier music of yours. Hasn’t composing 
with a series therefore affected your harmonic 
scope? 

It is certainly more difficult to hear har¬ 
monically the music you speak of than my ear¬ 
lier music; but any serial music intended to 
be heard vertically is more difficult to hear. 
The rules and restrictions of serial writing 
differ little from the rigidity of the great con¬ 
trapuntal schools of old. At the same time they 
widen and enrich harmonic scope; one starts 
to hear more things and differently from be¬ 
fore. The serial technique I use impels me to 
greater discipline than ever before. 

Igor Stravinsky and Robert Craft, Conversations loith Igor Stravinsky (New York: 
Doubleday, 1959), 22. 

I have discovered new (to me) serial combinations in the Movements 
for Piano and Orchestra (and I have discovered in the process, too, that I 
am becoming not less but more of a serial composer; those younger col¬ 
leagues who already regard “serial” as an indecent word, in their claim 
to have exhausted all that is meant by it and to have gone far beyond, are, 

I think, greatly in error), and the Movements are the most advanced 
music from the point of view of construction of anything I have com¬ 
posed. No theorist could determine the spelling of the note order in, for 
example, the flute solo near the beginning, or the derivation of the three 
Fs announcing the last movement simply by knowing the original order. 


R[0BERT] C[rAFT]; 
I[G0R] S[TRAVINSKY]: 
R.C.: 

I.S.: 

R.C.: 

I.S.: 
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no matter how unique the eombinatorial properties of this particular 
series. 

Now that I have mentioned my new work, I should add that its rhyth¬ 
mic language is also the most advanced I have so far employed; perhaps 
some listeners might even detect a hint of serialism in this too. Each sec¬ 
tion of the piece is confined to a certain range of instrumental timbre 
(another suggestion of serialism?), but the five movements are related 
more by tempo than by contrasts of such things as timbre, “mood, 
“character”; in a span of only twelve minutes, the contrast of an andante 
with an allegro would make little sense; construction must replace con¬ 
trast. Perhaps the most significant development in the Movements, how¬ 
ever, is the tendency toward anti-tonality—in spite of the long pedal 
point passages such as the clarinet trill at the end of the third movement, 
and the sustained string harmonics in the fourth movement. I am amazed 
at this myself, in view of the fact that in Threni [Threni: Id est Lamenta- 
tiones Jeremiae Prophetae, a cantata for soloists, chorus and orchestra 
(1957-58), the work that immediately preceded Movements] simple 
triadic references occur in every bar. 

Igor Stravinsky and Robert Craft, Memories and Commentaries (New York: Doubleday, 
1960), 100-101. 
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Postwar Compositional ""Issues” 


Another penetrating survey by Roger Sessions—this one written at a time when 
he was beginning to enjoy the status of a “grand old man” of American music— 
states what Sessions saw as the “Problems and Issues Facing the Composer 
Today.” Taking the legitimacy of twelve-tone music for granted as the basis of a 
new international “common practice”—something no one would have predicted 
before the war—he focuses on two central concerns: (1) the interest on the part of 
many composers in extending “serial” modes of organization to areas of music 
other than pitch, and (2) the prospects for electronic music. 

The serial organization of tones must be, and for the most part is, 
today regarded as a settled fact—the composer is free to take it or leave 
it, or to adopt it with varying degrees of rigor, as he may choose. The 
results it can yield are open to all to see and judge as they see fit. More 
problematical are some attempts that have been made to extend serial or¬ 
ganization to other aspects of music—notably to that of rhythmic values 
and that of dynamics. Any discussion of these matters must emphasize 
once more that it is only results that matter; that the human imagination 
works along channels that are frequently unexpected, and that a critical 
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An Electronic "Score/* This is a page from the ‘‘Horpartitur/' or ‘'aural score/' 
prepared by Reiner Wehniger for Artikulationen, an electronic composition 
by the Hungarian-born Gyorgy Ligeti (1923-), “realized" in 1958 at the 
Electronic Music Studio of the West German Radio in Cologne. The score 
shows how the various sounds in the piece relate to one another over time 
(given in seconds at the bottom of each system). The symbol directly above 
the score system (circle divided into four quadrants) shows which of the four 
tracks on the tape carries the sounds notated below. The score is printed in 
many colors. The various colors and shapes denote the “sound source" (sine 
wave, noise, filters, etc.), the relative frequency, and the relative intensity. 
Electronic “scores" like this one do not serve the traditional purpose of 
musical notation. They are not necessary for performance, but are useful sole¬ 
ly for study and for the securing of copyright. Though they possess consider¬ 
able interest, their relationship to the actual music can be questioned from a 
standpoint similar to that from which Sessions (see p. 516) questions the rela¬ 
tionship of electronic music to human activity. © B. Schott's Sohney Mainz, 
1970, All rights reserved. Used by permission of European American Music 
Distributors Corporation, sole U,S, agents for B, Schott's Sohne. 


scrutiny of technical premises does not release one in the slightest 
degree from the responsibility of holding one’s mind, ear, and heart 
open to whatever may reveal genuinely new vistas of musical expression 
and experience. 
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With this caution in mind one can easily observe that tones are, for 
the musical ear, fixed and readily identifiable points in musical space, 
and that the progress from one tone to another has a clear point of depar¬ 
ture and arrival. This is partly the result of the fact that within the octave 
there are only twelve tones, with which the musical ear has familiarized 
itself over the course of many centuries; and the additional fact that our 
musical culture has taught us to regard as equivalent tones that occupy 
the same position within the various octaves. A, for instance, is recogniz¬ 
able as A whether it be played on the open A string of the double-bass, of 
the cello, or of the violin—or, for that matter, in the high register of the 
flute or the piccolo. Time values, on the other hand, are by no means 
fixed; their range is to all intents and purposes infinite. This does not at 
all exclude the possibility of adopting an arbitrary series of time values 
for the purposes of any single composition, but it does raise very valid 
questions regarding the serialization of time values as a general princi¬ 
ple. The serialization of dynamics, however, raises questions of a much 
more fundamental nature. Dynamic values are by their very essence rel¬ 
ative, both in an objective and a subjective sense. They have quite dif¬ 
ferent meanings for different media and under different conditions. How 
can we regard as equivalent, except on the most practical level of bal¬ 
ance, a given nuance on, say, the oboe and the violin, or for that matter, 
the same nuance in different registers of the same instrument; or on the 
same note on the same instrument, sounded in a small room, a large con¬ 
cert hall, and the open air? What does the indication “p” actually mean, 
and how can we as listeners distinguish in clear terms a transition from 
mj to j, or even trom mp to jj f 

The basic question of all is of course—as is often the case—“Why?” 
The principle of so-called “total organization” raises many questions 
and answers none, even in theory. First of all, what is being organized, 
and according to what criterion? Is it not rather a matter of organizing, 
not music itself, but various facets of music, each independently and on 
its own terms or at best according to a set of arbitrarily conceived and ul¬ 
timately quite irrelevant rules of association? Was the music of Beetho¬ 
ven, or who you will, not tonally organized in a sense that is much more 
real, since it is an organization of musical ideas and not of artificially ab¬ 
stracted elements? 

The subject of “total organization” leads naturally to the consider¬ 
ation of electronic media, since the latter make possible the exact control 
of all musical elements, and make possible in a sense also a partial an¬ 
swer to some of the questions I have raised. Since the potentialities of 
electronic media in the realm of sound are, at least to all intents and pur¬ 
poses, infinite, it is possible to measure all musical elements in terms of 
exact quantity, and in fact necessary to do so, since such measurement is 
the very nature of the instruments and the method by which they are 
used. A dynamic nuance thus not only can, but must, become a fixed 
quantity, as can and must, also, any tone in the whole range of pitch or 
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color gradations. Every moment of music not only can but must be the 
result of the minutest calculation, and the composer for the first time has 
the whole world of sound at his disposal. 

That electronic media will play a vital and possibly even decisive 
role in the future of music is not to be doubted. I must confess however 
to skepticism as to what the precise role will be. Two questions seem to 
me to be crucial. First of all, it is not sufficient to have the whole world at 
one’s disposal—the very infinitude of possibilities cancels out possibili¬ 
ties, as it were, until limitations are discovered. No doubt the limitations 
are there, and if not there they are certainly in human beings. But the 
musical media we know thus far derive their whole character and their 
usefulness as musical media precisely from their limitations—stringed 
instruments derive their character and utility from not only the fact that 
they are stringed instruments, that the tone is produced by stroking 
strings, but from the fact that they are not wind or percussion in¬ 
struments; and we have learned to use them with great subtlety of effect 
and power of expression because of that. The dilemma of electronic 
musical media is a little like that of the psychologist who is reputed once 
to have said to one of his friends, “Well, I have got my boy to the point 
whei'e I can condition him for anything I want. What shall I condition 
him for?” 

The other question has to do with the essential nature of music itself. 
Is music simply a matter of tones and rhythmic patterns, or in the final 
analysis the organization of time in terms of human gesture and move¬ 
ment? The final question regarding all music that is mechanically 
reproduced seems to be bound up with the fact that our active sense of 
time is dependent in large degree on our sense of movement, and that 
mechanical repetition mitigates and finally destroys this sense of move¬ 
ment in any given instance; it destroys also our sense of expression 
through movement, which plays so large and obvious a part in our 
musical experience. This is what lies behind the discussions of the ele¬ 
ment of “chance,” which has so bothered the proponents of “total organ¬ 
ization.” But the element that “total organization” leaves out of account 
is not chance at all. It is the organic nature of movement as such, of the 
fresh and autonomous energy with which the performer invests each 
musical phrase, every time he sings or plays it, and which gradually 
disappears for our awareness if we listen so often to a mechanical 
reproduction of it that we become completely familiar with it, to the 
point of knowing always exactly what is coming next. It is more than the 
element of mere “surprise”; it is rather that if the expression of move¬ 
ment is to become effective, we require not only the evidence of move¬ 
ment from one point to the next, but a sense of the motivating energy 
behind it. 

To raise these questions is not in any sense to reject the principle of 
electronic music as such. In the first place, composers are beginning to 
feel the need for new instruments. The existing ones, for all their tech- 
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nical perfection, are beginning at times to seem vaguely obsolete as far 
as some of the composers’ musical ideas are concerned. The possibilities 
electronic music suggest are altogether likely to make this situation more 
acute. 

In my own opinion, electronic media more than justify their exis¬ 
tence if only by the new insight one can gain from them into the nature 
of sound, musical and otherwise, and above all by a vast quantity of fresh 
experience they can provide, on the purely acoustical level. They are 
still in a clearly very primitive stage and it is impossible to say what they 
may contribute in the future. But they raise the above questions and 
many others, and the questions will certainly become more acute as the 
media develop. 

Roger Sessions, ‘'Problems and Issues Facing the Composer Today,'' in Paul Henry Lang 
(ed,), Problems of Modem Music (New York: W. W. Norton & Company, Inc., 1962), 
30-33. Originally published in The Musical Quarterly, XLVI (1960), 159-71. Reprinted 
by permission of the original publisher. 
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The Master of “Organized Sound” 


Edgar Varese (1883-1965) was one of the great mavericks of twentieth-century 
music. Resolutely empirical and intuitive at a time when most composers sought 
the security of “systems,” Varese remained true to the spirit of untrammeled ex¬ 
ploration voiced at the beginning of the century by Busoni, his teacher. He was 
equally contemptuous of neoclassicism and of twelve-tone techniques, seeking 
rather to build a new kind of athematic music based on bold juxtapositions of 
sonorous blocks. Attracted by innovations in technology, Varese liked to give 
his pieces “scientific” titles {lotiizatioii, Hijperprism, Integrals) and was one of 
the first to employ such early electronic instruments as the Theremin and the 
Ondes Martenot. Varese was the only composer of his generation to master the 
techniques of postwar electronic music and in the last fifteen years of his life 
enjoyed his greatest prestige. The passages below all date from this late period; 
they have been excerpted from a compilation of his writings published shortly 
after his death. 

Because for so many years I crusaded for new instruments with what 
may have seemed fanatical zeal, I have been accused of desiring nothing 
less than the destruction of all musical instruments and even of all per¬ 
formers. This is, to say the least, an exaggeration. Our new liberating 
medium—the electronic—is not meant to replace the old musical in¬ 
struments which composers, including myself, will continue to use. 
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Electronics is an additive, not a destructive factor in the art and science 
of music. It is because new instruments have been constantly added to 
the old ones that Western music has such a rich and varied patrimony. 

Grateful as we must be for the new medium, we should not expect 
miracles from machines. The machine can give out only what we put 
into it. The musical principles remain the same whether a composer 
writes for orchestra or tape. Rhythm and Form are still his most impor¬ 
tant problems and the two elements in music most generally misunder¬ 
stood. 

Rhythm is too often confused with metrics. Cadence or the regular 
succession of beats and accents has little to do with the rhythm of a com¬ 
position. Rhythm is the element in music that gives life to the work and 
holds it together. It is the element of stability, the generator of form. In 
my own works, for instance, rhythm derives from the simultaneous in¬ 
terplay of unrelated elements that intervene at calculated, but not regu¬ 
lar time lapses. This corresponds more nearly to the definition of rhythm 
in physics and philosophy as “a succession of alternate and opposite or 
correlative states.” 

As for form, Busoni once wrote: “Is it not singular to demand of a 
composer originality in all things and to forbid it as regards form? No 
wonder that if he is original he is accused of formlessness.” 

The misunderstanding has come from thinking of form as a point of 
departure, a pattern to be followed, a mold to be filled. Form is a 
result—the result of a process. Each of my works discovers its own form. 

I could never have fitted them into any of the historical containers. If you 
want to fill a rigid box of a definite shape, you must have something to 
put into it that is the same shape and size or that is elastic or soft enough 
to be made to fit in. But if you try to force into it something of a different 
shape and harder substance, even if its volume and size are the same, it 
will break the box. My music cannot be made to fit into any of the tradi¬ 
tional music boxes. 

Conceiving musical form as a resultant—the result of a process, I was 
struck by what seemed to me an analogy between the formation of my 
compositions and the phenomenon of crystallization. Let me quote the 
crystallographic description given me by Nathaniel Arbiter, a professor 
of mineralogy at Columbia University: 

The crystal is characterized by both a definite external form and a definite in¬ 
ternal structure. The internal structure is based on the unit of crystal which is 
the smallest grouping of the atoms that has the order and composition of the 
substance. The extension of the unit into space fonns the whole ciystal. But 
in spite of the relatively limited variety of internal structures, the external 
forms of crystals are limitless. 

Then Mr. Arbiter added in his own words: “Crystal form itself is a 
resultant (the very word I have always used in reference to musical 
form) rather than a primary attribute. Crystal form is the consequence of 
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the interaction of attractive and repulsive forces and the ordered packing 
of the atom.” 

This, I believe, suggests, better than any explanation I could give, the 
way my works are formed. There is an idea, the basis of an internal struc¬ 
ture, expanded and split into different shapes or groups of sound con¬ 
stantly changing in shape, direction, and speed, attracted and repulsed 
by various forces. The form of the work is the consequence of this in¬ 
teraction. Possible musical forms are as limitless as the exterior forms of 
crystals. 

I should like you to consider what I believe is the best definition of 
music, because it is all-inclusive: “the corporealization of the in¬ 
telligence that is in sound,” as proposed by Hoene Wronsky 
[1778-1853]. If you think about it you will realize that, unlike most dic¬ 
tionary definitions which make use of such subjective terms as beauty, 
feelings, etc., it covers all music. Eastern or Western, past or present, 
including the music of our new electronic medium. Although this new 
music is being gradually accepted, there are still people who, while ad¬ 
mitting that it is “interesting,” say, “but is it music?” It is a question I am 
only too familiar with. Until quite recently I used to hear it so often in 
regard to my own works, that, as far back as the twenties, I decided to 
call my music “organized sound” and myself, not a musician, but “a 
worker in rhythms, frequencies, and intensities.” Indeed, to stubbornly 
conditioned ears, anything new in music has always been called noise. 
But after all what is music but organized noises? And a composer, like all 
artists, is an organizer of disparate elements. Subjectively, noise is any 
sound one doesn’t like. 

Our new medium has brought to composers almost endless possibili¬ 
ties of expression, and opened up for them the whole mysterious world 
of sound. For instance, I have always felt the need of a kind of continu¬ 
ous flowing curve that instruments could not give me. That is why I used 
sirens in several of my works. Today such effects are easily obtainable by 
electronic means. In this connection it is curious to note that it is this 
lack of flow that seems to disturb Eastern musicians in our Western 
music. To their ears it does not glide, sounds jerky, composed of edges of 
intervals and holes and, as an Indian pupil of mine expressed it, “jump¬ 
ing like a bird from branch to branch.” To them apparently our Western 
music seems to sound much as it sounds to us when a record is played 
backward. But playing a Hindu record of a melodic vocalization 
backward, I found that it had the same smooth flow as when played nor¬ 
mally, scarcely altered at all. 

The electronic medium is also adding an unbelievable variety of new 
timbres to our musical store, but most important of all, it has freed music 
from the tempered system, which has prevented music from keeping 
pace with the other arts and with science. Composers are now able, as 
never before, to satisfy the dictates of that inner ear of the imagination. 
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They are also lucky so far in not being hampered by aesthetic codifica¬ 
tions—at least not yet! But I am afraid it will not be long before some 
musical mortician begins embalming electronic music in rules. 

We should also remember that no machine is a wizard, as we are 
beginning to think, and we must not expect our electronic devices to 
compose for us. Good music and bad music will be composed by elec¬ 
tronic means, just as good and bad music have been composed for in¬ 
struments. The computing machine is a marvelous invention and seems 
almost superhuman. But, in reality, it is as limited as the mind of the in¬ 
dividual who feeds it material. Like the computer, the machines we use 
for making music can only give back what we put into them. But, con¬ 
sidering the fact that our electronic devices were never meant for mak¬ 
ing music, but for the sole purpose of measuring and analyzing sound, it 
is remarkable that what has already been achieved is musically valid. 
They are still somewhat unwieldy and time-consuming and not entirely 
satisfactory as an art-medium. But this new art is still in its infancy, and I 
hope and firmly believe, now that composers and physicists are at last 
working together, and music is again linked with science, as it was in the 
Middle Ages, that new and more musically efficient devices will be in¬ 
vented. 

I am not impressed by most of today’s electronic music. It does not 
seem to make full use of the unique possibilities of the medium, es¬ 
pecially in regard to those questions of space and projection that have al¬ 
ways concerned me. I am fascinated by the fact that through electronic 
means one can generate a sound instantaneously. On an instrument 
played by a human being you have to impose a musical thought through 
notation, then, usually much later, the player has to prepare himself in 
various ways to produce what will—one hopes—emerge as that sound. 
This is all so indirect compared with electronics, where you generate 
something “live” that can appear or disappear instantly and unpredicta- 
bly. Consequently, you aren’t programming something musical, some¬ 
thing to be done, but using it directly, which gives an entirely different 
dimension to musical space and projection. For in.stance, in the use of an 
oscillator, it is not a question of working against it or taming it, but using 
it directly, without, of course, letting it use you. The same pertains to 
mixing and filtering. To me, working with electronic music is composing 
with living sounds, paradoxical though that may appear. 

The essential touchstone for me was Busoni’s prophetic book. Sketch 
for a New Aesthetic of Music [see above, p. 421]. This predicts precisely 
what is happening today in music—that is, if you pass over the whole 
dodecaphonic development, which in my view represents a sort of har¬ 
dening of the arteries. I find the whole twelve-tone approach so limiting, 
especially in its use of the tempered scale and its rigid pitch organiza¬ 
tion. I respect the twelve-tone discipline, and those who feel they need 
such discipline. But it seems much more fruitful to use the total sonic 
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resources available to us. Although there are certain works of Schoen¬ 
berg that I find magnificent—the Five Orchestra Pieces [see p. 428] es¬ 
pecially—his orchestration often seems quite thick and fat. Compare this 
to the transparency and lyricism of Webern! 

I respect and admire Milton Babbitt [see above, p. 509], but he cer¬ 
tainly represents a completely different view of electronic music from 
mine. It seems to me that he wants to exercise maximum control over 
certain materials, as if he were above them. But I want to be in the mate¬ 
rial, part of the acoustical vibration, so to speak. Babbitt composes his 
material first and then gives it to the synthesizer, while I want to gener¬ 
ate something directly by electronic means. In other words, I think of 
musical space as open rather than bounded, which is why I speak about 
projection in the sense that I want simply to project a sound, a musical 
thought, to initiate it, and then to let it take its own course. I do not want 
an a priori control of all its aspects. 

Excerpted from Edgar Varese, “The Liberation of Sound,” and Gunther Schuller, “Con¬ 
versation with Varese,” in Edward T. Cone and Benjamin Boretz (eds.). Perspectives on 
American Composers (New York: W. W. Norton & Company, Inc., 1971), 29-33, 38-39. 
Reprinted by permission of the editors of Perspectives of New Music. 
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At the opposite pole from the “total organization’' practiced by postwar twelve- 
tone composers stands the work of John Cage (1912-). Deeply influenced by the 
quietism of Zen Buddhist philosophy, and intrigued by notions of “indeter¬ 
minacy,” which were assuming increasing prominence in contemporary science, 
Cage—along with a handful of other composers whom he names below—at¬ 
tempted to create a music totally independent of the creator’s will. To do this he 
resorted to chance operations (sometimes whimsical, as in his famous Imaginarif 
Landscape for twelve radios), which seemed to challenge the most basic and 
time-honored assumptions of Western musicians. Ironically, it was the interest 
shown Cage in the 1950s by the younger generation of “total serialist” compos¬ 
ers like Boulez and Karlheinz Stockhausen (1928—), who invited him to lecture at 
their summer school in Darmstadt, that led to Cage’s work being taken seriously 
by a significant number of his contemporaries. In the extract given below. Cage 
muses engagingly and candidly about his work and offers an apologia for what 
has become known as “aleatoric”'music (from alea, Latin for dice); that is, the 
music of “unmediated chance.” He traces the lineage of his tendency to the 
Dadaist movement in European art of the post-World-War-I period, but charac¬ 
terizes it nonetheless as a uniquely American manifestation (Henry Cowell is ac- 
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knowledged as a spiritual forefather) and confidently predicts its decisive impact 
on European music, a prediction that to some extent has proven justified. 

In an article called “New and Electronic Music,” Christian WolfF 
[b. 1934, a pupil and colleague of Cage’s] says: 

What is, or seems to be, new in this music? ... One finds a concern for a kind 
of objectivity, almost anonymity—sound come into its own. The “music” is a 
resultant existing simply in the sounds we hear, given no impulse by expres¬ 
sions of self or personality. It is indifferent in motive, originating in no psy¬ 
chology nor in dramatic intentions, nor in literary or pictorial purposes. For at 
least some of these composers, then, the final intention is to be free of artistry 
and taste. But this need not make their work “abstract,” for nothing, in the 
end, is denied. It is simply that personal expression, drama, psychology, and 
the like are not part of the composer’s initial calculation: they are at best gra¬ 
tuitous. 

The procedure of composing tends to be radical, going directly to the 
sounds and their characteristics, to the way in which they are produced and 
how they are notated. 

“Sound come into its own.” What does that mean? For one thing: it 
means that noises are as useful to new music as so-called musical tones, 
for the simple reason that they are sounds. This decision alters the view 
of history, so that one is no longer concerned with tonality or atonality, 
Schoenberg or Stravinsky (the twelve tones or the twelve expressed as 
seven plus five), nor with consonance and dissonance, but rather with 
Edgar Varese who fathered forth noise into twentieth-century music. But 
it is clear that ways must be discovered that allow noises and tones to be 
just noises and tones, not exponents subservient to Varese’s imagination. 

What is the nature of an experimental action? It is simply an action 
the outcome of which is not foreseen. It is therefore very useful if one 
has decided that sounds are to come into their own, rather than being 
exploited to express sentiments or ideas of order. Among those actions 
the outcomes of which are not foreseen, actions resulting from chance 
operations are useful. However, more essential than composing by 
means of chance operations, it seems to me now, is composing in such a 
way that what one does is indeterminate of its performance. In such a 
case one can just work directly, for nothing one does gives rise to any¬ 
thing that is preconceived. This necessitates, of course, a rather great 
change in habits of notation. I take a sheet of paper and place points on 
it. Next I make parallel lines on a transparency, say five parallel lines. I 
establish five categories of sound for the five lines, but I do not say which 
line is which category. The transparency may be placed on the sheet 
with points in any position and readings of the points may be taken with 
regard to all the characteristics one wishes to distinguish. Another trans¬ 
parency may be used for further measurements, even altering the suc¬ 
cession of sounds in time. In this situation no chance operations are nec¬ 
essary (for instance, no tossing of coins) for nothing is foreseen, though 
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everything may be later minutely measured or simply taken as a vague 
suggestion. 

Implicit here, it seems to me, are principles familiar from modern 
painting and architecture: collage and space. What makes this action like 
Dada are the underlying philosophical views and the collagelike* actions. 
But what makes this action unlike Dada is the space in it. For it is the 
space and emptiness that is finally urgently necessary at this point in his¬ 
tory (not the sounds that happen in it—or their relationships). When I 
said recently in Darmstadt that one could write music by observing the 
imperfections in the paper upon which one was writing, a student who 
did not understand because he was full of musical ideas asked, “Would 
one piece of paper be better than another: one for instance that had more 
imperfections?” He was attached to sounds and because of his attach¬ 
ment could not let sounds be just sounds. He needed to attach himself to 
the emptiness, to the silence. Then things—sounds, that is—would 
come into being of themselves. Why is this so necessary that sounds 
should be just sounds? There are many ways of saying why. One is this: 
In order that each sound may become the Buddha. If that is too Oriental 
an expression, take the Christian Gnostic statement: “Split the stick and 
there is Jesus.” 

We know that sounds and noises are not just frequencies (pitches): 
that is why so much of European musical studies and even so much of 
modern music is no longer urgently necessary. It is pleasant if you hap¬ 
pen to hear Beethoven or Chopin or whatever, but it isn’t urgent to do so 
any more. Nor is harmony or counterpoint or counting in meters of two, 
three, or four or any other number. 

And in connection with musical continuity, [Henry] Cowell re¬ 
marked at the New School before a concert of works by Christian Wolff, 
Earle Brown [1926-], Morton Feldman [1926-] and myself, that here 
were four composers who were getting rid of glue. That is: Where peo¬ 
ple had felt the necessity to stick sounds together to make a continuity, 
we four felt the opposite necessity to get rid of the glue so that sounds 
would be themselves. 

Christian Wolff was the first to do this. He wrote some pieces ver¬ 
tically on the page but recommended their being played horizontally left 
to right, as is conventional. Later he discovered other geometrical means 
for freeing his music of intentional continuity. Morton Feldman divided 
pitches into three areas, high, middle, and low, and established a time 
unit. Writing on graph paper, he simply inscribed numbers of tones to be 
played at any time within specified periods of time. 

There are people who say, “If music’s that easy to write, I could do 
it.” Of course they could, but they don’t. I find Feldman’s own statement 
more affirmative. We were driving back from some place in New 
England where a concert had been given. He is a large man and falls 
asleep easily. Out of a sound sleep, he awoke to say, “Now that things 
are so simple, there’s so much to do.” And then he went back to sleep. 
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Giving up control so that sounds can be sounds (they are not men: 
they are sounds) means for instanee: the conduetor of an orchestra is no 
longer a polieeman. Simply an indieator of time—not in beats—like a 
ehronometer. He has his own part. Aetually he is not neeessary if all the 
players have some other way of knowing what time it is and how that 
time is ehanging. 

Aetually Ameriea has an intelleetual elimate suitable for radieal ex¬ 
perimentation. We are, as Gertrude Stein said, the oldest eountry of the 
twentieth eentury. And I like to add: in our air way of knowing nowness. 
Buekminster Fuller, the dymaxion arehiteet, in his three-hour leeture 
on the history of eivilization, explains that men leaving Asia to go to 
Europe went against the wind and developed maehines, ideas, and oe- 
cidental philosophies in aeeord with a struggle against nature; that, on 
the other hand, men leaving Asia to go to Ameriea went with the wind, 
put up a sail, and developed ideas and Oriental philosophies in aeeord 
with the aeeeptanee of nature. These two tendeneies met in America, 
producing a movement into the air, not bound to the past, traditions, or 
whatever. Onee in Amsterdam, a Duteh musieian said to me, “It must be 
very diffieult for you in Ameriea to write musie, for you are so far away 
from the centers of tradition.” I had to say, “It must be very diffieult for 
you in Europe to write musie, for you are so elose to the eenters of tradi¬ 
tion.” 

The vitality that ehaeterizes the eurrent European musical scene 
follows from the activities of Boulez, Stoekhausen, [Luigi] Nono 
[1924-], [Bruno] Maderna [ 1920—73], [Henri] Pousseur [1929-], 
[Luciano] Berio [1925-], etc. There is in all of this activity an element 
of tradition, continuity with the past, which is expressed in each woik as 
an interest in continuity whether in terms of discourse or organization. 
By critics this activity is termed post-Webernian. However, this term ap¬ 
parently means only music written after that of Webern, not music writ¬ 
ten because of that of Webern: there is no sign of klangfarhenmelodie 
[“timbre melody”], no concern for discontinuity—rather a surprising 
acceptance of even the most banal of continuity devices: ascending or 
descending linear passages, crescendi and diminuendi, passages from 
tape to orchestra that are made imperceptible. The skills that are 
required to bring such events about are taught in the academies. How¬ 
ever, this scene will change. The silences of American experimental 
music and even its technical involvements with chance operations are 
being introduced into new European music. It will not be easy, howev¬ 
er, for Europe to give up being Europe. It will, nevertheless, and must: 
for the world is one world now. 

John Cage, “History of Experimental Music in the United States,” in Silence (Cambridge, 
Mass.: M.I.T. Press, 1966), 68-75. Copyright © 1966 by John Cage. Reprinted by permis¬ 
sion of Wesleyan University Press and Marion Boyars Publishers Ltd., London. 
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New Approaches to the Organization of Time 


The innovations in musical rhythm and continuity achieved by Elliott Carter 
(1908—) have made him one of the most interesting and significant composers to 
have come into prominence since the end of the Second World War. Adherent of 
none of the recent tendencies that have dominated the musical world, Carter 
claims to have addressed more fundamental issues than they have faced. Below, 
he describes his work in light of its antecedents and in terms of its objectives. 

Any technical or aesthetic consideration of music really must start 
with the matter of time. The basic problem has always been that analysts 
of music tend to treat its elements as static rather than as what they 
are—that is, transitive steps from one formation in time to another. All 
the materials of music have to be considered in relation to their projec¬ 
tion in time, and by time, of course, I mean not visually measured 
“clock-time,” but the medium through which (or way in which) we per¬ 
ceive, understand, and experience events. Music deals with this ex¬ 
periential kind of time, and its vocabulary must be organized by a 
musical syntax that takes direct account of, and thus can play on, the lis¬ 
tener’s “time-sense” (which in my opinion is a more illuminating way of 
referring to the “psychology of musical hearing”). 

This began to seem important to me around 1944, when I suddenly 
realized that, at least in my own education, people had always been con¬ 
sciously concerned only with this or that peculiar local rhythmic combi¬ 
nation or sound-texture or novel harmony and had forgotten that the real¬ 
ly interesting thing about music is the time of it—the way it all goes 
along. Moreover, it struck me that, despite the newness and variety of 
the post-tonal musical vocabulary, most modern pieces generally “went 
along” in an all-too-uniform way on dieir higher architectonic levels. 
That is, it seemed to me that, while we had heard every imaginable kind 
of harmonic and timbral combination, and while there had been a degree 
of rhythmic innovation on the local level in the music of Stravinsky, Bar- 
tok, Varese, and Ives particularly, nonetheless the way all this went 
together at the next higher and succeeding higher rhythmic levels 
remained in the orbit of what had begun to seem to me the rather limited 
rhythmic routine of previous Western music. This fact began to bother 
me enough so that I tried to think in larger-scale time-continuities of a 
kind that would be still convincing and yet at the same time neio in a way 
commensurate with, and appropriate to, the richness of the modern 
musical vocabulary. This aim led me to question all tlie familiar methods 
of musical presentation and continuation—the whole so-called musical 
logic based on the statement of themes and their development. In con¬ 
sidering constant change-process-evolution as music’s prime factor, I 
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found myself in direct opposition to the static repetitiveness of much 
early twentieth-century music, the squared-off articulation of the neo¬ 
classics, and indeed much of what is written today in which “first you do 
this for a while, then you do that.” I wanted to mix up the “this” and the 
“that” and make them interact in other ways than by linear succession. 
Too, I questioned the inner shape of the “this” and the “that”—of local 
musical ideas—as well as their degree of linking and non-linking. 
Musical discourse, it became obvious to me, required as thorough a re¬ 
thinking as harmony had been subjected to at the beginning of the 
century. 

Now concretely, in the course of thinking about all of this, I once 
again—after many years’ hiatus—took up interest in Indian talas, the Ar¬ 
abic dureb, the “tempi” of Balinese gamelans (especially the accelerat¬ 
ing gangsar and rangkep), and studied newer recordings of African 
music, that of the Watusi people in particular. At the same time the 
music of the quattrocento, of Scriabin, and Ives, and the hypothetical” 
techniques described in Cowell’s New Musical Resources [see above, 
p. 483] also furnished me with many ideas. The result in my own music 
was, first of all, the way of evolving rhythms and continuities now 
called “metric modulation,” which I worked out during the composi¬ 
tion of my Cello Sonata of 1948.* Now while, as I say, my thinking 
about musical time was stimulated by a consideration of, among other 
things, different kinds of rhythmic devices found in non-Western music 
such as I have mentioned, I feel it is important to point out that these 
devices interested me as suggestions of many syntactical possibilities 
that would participate in a very rich and varied large-scale rhythmic 
continuity such as is never found in non-Western music, but is 
suggested by some aspects of Western classical music, starting with 
Haydn especially. This aim of mine is something very different from 
that of many European composers who have been influenced by non- 
Western music and who have tended to be interested in exotic rhyth¬ 
mic devices as “things in themselves”—as local ideas more or less 
immediately transposable into a (usually) extremely conventional and 
uninteresting overall rhythmic framework derived from the simplest as- 


"There is nothing new about metric modulation but the name. To limit brief mention of its 
derivations to notated Western music: it is implicit in tbe rhythmic procedures of late four¬ 
teenth-century French music, as it is in music of the fifteenth and sixteenth centuries that 
uses hemiola and other ways of alternating meters, especially duple and triple. From then 
on, since early sets of variations like those of Byrd and Bull started a tradition ot es¬ 
tablishing tempo relationships between movements, metric modulation began to relate 
movements of one piece together, as can be seen in many woiks of Beethoven, not only in 
the variations of op. Ill, but in many places where doppio movimento and other terms 
are used to indicate tempo relationships. In fact, at that very time, the metronome was in¬ 
vented, which establishes relationships between all tempi. In our time, Stravinsky, follow¬ 
ing Satie, perhaps, wrote a few works around 1920 whose movements were closely linked 
by a very narrow range of tempo relationships, and much later Webern did the same [au¬ 
thor’s note]. 
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pects of older Western musie and only slightly more varied than that of 
the exotic music from which the local ideas have been borrowed. As far 
as I am concerned, on the contrary, what contemporary music needs is 
not just raw materials of every kind but a way of relating these—of hav¬ 
ing them evolve during the course of a work in a sharply meaningful 
way; that is, what is needed is never just a string of “interesting pas¬ 
sages,” but works whose central interest is constituted by the way ev¬ 
erything that happens in them happens as and when it does in relation 
to everything else. 

I feel very strongly about this, just because ever since 1944 I have 
realized that ultimately the matter of musical time is vastly more impor¬ 
tant than the particulars or the novelty of the musical vocabulary, and 
that the morphological elements of any music owe their musical effect al¬ 
most entirely to their specific “placing” in the musical time-continuity. 
And as I see it, much of the confusion that has arisen in recent discussion 
of this matter of musical time and, still more, in connection with the 
many and various mistaken compositional attempts to deal effectively 
with time in an actual work, has resulted from a refusal on the part of 
many composers to distinguish between, on the one hand, the given and 
inescapable structures of experiential time in accordance with which 
alone, the listener hears and grasps a piece of music (if he hears and 
grasps it at all); and, on the other hand, certain widespread secondary 
theorizings about time, of a kind that deny the irreversibility and even 
the very existence of time. It is certainly a question whether music, as 
the time-structure it is, can be made to present concretely such theoriz¬ 
ings about time and still remain music, any more than a verbal language, 
say by the introduction of “blanks” or resorting to retrograde word-order, 
can convey a concrete idea of “non-temporal existence” or an experience (!) 
of “time going backwards.” All verbal expressions and accounts of 
anything whatever, including time, require one letter and then one word 
after another for their presentation, and depend for their meaning on the 
specific ordering of the words, no matter how unconventional this order¬ 
ing may be, just as music requires one sound after another in a determi¬ 
nate order for its presentation and for its particular effect on the listener, 
if any. 

It seems to me that many of the works of the Darmstadt school of com¬ 
posers have suffered greatly from the attempt to apply certain mistaken 
“philosophic conceptions” of time to music itself, though it is clear 
that the attractiveness of these conceptions about, say, the “in¬ 
terchangeability of musical moments” has its roots in the kind of 
visually- and spatially-derived mechanistic thinking that originally 
produced total serialism and was unconcerned from the outset with the 
problem of time-continuity and of producing feelings of tension and 
release and therefore of musical motion in the listener, but dealt rather 
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with unusualness of aural effect, thus reducing music to mere physical 
sound. 

Allen Edwards, Flawed Words and Stubborn Sounds: A Conversation with Elliott Carter 
(New York: W. W. Norton & Company, Inc., 1971), 90-94. Reprinted by permission of W. 
W. Norton & Company, Inc. Copyright © 1971 by W. W. Norton & Company, Inc. 
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It seems fitting to close this book—which has recalled so many of the musical 
polemics of the past—on a note of actual and unresolved controversy. Debate 
over questions of the social value of music and the social responsibility of 
musicians, aggravated by the unprecedented and voluntary withdrawal of signif¬ 
icant numbers of twentieth-century composers into the “ivory tower,’’ continues 
unabated. It is a curious fact that proponents of the retreat, though they are gen¬ 
erally looked upon as the advance guard, argue from premises that are directly 
traceable to nineteenth-century Romanticism. For it is only since the Romantics 
that there has existed any conception of an artist whose primary obligation is to 
his art, not to patrons or consumers of any kind. One of the most influential ex¬ 
positions of the elite hermeticism of many twentieth-century composers is Mil- 
ton Babbitt’s article “The Composer as Specialist,” which appeared originally in 
a mass-circulation music magazine under a rather more belligerent title supplied 
by the editor. It brings up to date the position of Schoenberg’s “Society for 
Private Performances” (see above, p. 430) by drawing an analogy between 
“serious” musical composition and scientific research, and by calling therefore 
for university support and protection of new music—an idea that has gained 
enormous acceptance and implementation since the article appeared. Babbitt 
himself teaches at Princeton University. Significantly, he has taught mathe¬ 
matics there in addition to music. 

I am concerned with stating an attitude towards the indisputable facts 
of the status and condition of the composer of what we will, for the 
moment, designate as “serious,’’ “advanced,” contemporary music. This 
composer expends an enormous amount of time and energy—and 
usually, considerable money—on the creation of a commodity which has 
little, no, or negative commodity value. He is, in essence, a “vanity” 
composer. The general public is largely unaware of and uninterested in 
his music. The majority of performers shun it and resent it. Con¬ 
sequently, the music is little performed, and then primarily at poorly at- 
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tended concerts before an audience consisting in the main of fellow pro¬ 
fessionals. 

Towards this condition of musical and societal “isolation,” a variety 
of attitudes has been expressed, usually with the purpose of assigning 
blame, often to the music itself, occasionally to critics or performers, and 
very occasionally to the public. But to assign blame is to imply that this 
isolation is unnecessary and undesirable. It is my contention that, on the 
contrary, this condition is not only inevitable, but potentially advan¬ 
tageous for the composer and his music. From my point of view, the com¬ 
poser would do well to consider means of realizing, consolidating and 
extending the advantages. 

The unprecedented divergence between contemporary serious 
music and its listeners, on the one hand, and traditional music and its 
following, on the other, is not accidental and—most probably—not tran¬ 
sitory. Rather it is a result of a half-century of revolution in musical 
thought, a revolution whose nature and consequences can be compared 
only with, and in many respects are closely analogous to, those of the 
mid-nineteenth-century revolution in theoretical physics. Apart from the 
often highly sophisticated and complex constructive methods of any one 
composition, or group of compositions, the very minimal properties char¬ 
acterizing this body of music are the sources of its “difficulty,” “unin¬ 
telligibility,” and—isolation. In indicating the most general of these 
properties, I shall make reference to no specific works, since I wish to 
avoid the independent issue of evaluation. The reader is at liberty to sup¬ 
ply his own instances. 

First. This music employs a tonal vocabulary which is more “ef¬ 
ficient” than that of the music of the past, or its derivatives. This is not 
necessarily a virtue in itself, but it does make possible a greatly 
increased number of pitch simultaneities, successions, and rela¬ 
tionships. This increase in efficiency necessarily reduces the “redun¬ 
dancy” of the language, and as a result the intelligible communication 
of the work demands increased accuracy from the transmitter (the per¬ 
former) and activity from the receiver (the listener). Incidentally, it is 
this circumstance, among many others, that has created the need for 
purely electronic media of “performance.” More importantly for us, it 
make ever heavier demands upon the training of the listener’s percep¬ 
tual capacities. 

Second. Along with this increase of meaningful pitch materials, the 
number of functions associated with each component of the musical 
event also has been multiplied. In the simplest possible terms, each 
such “atomic” event is located in a five-dimensional musical space de¬ 
termined by pitch-class, register, dynamic, duration, and timbre. These 
five components not only together define the single event, but, in the 
course of a work, the successive values of each component create an indi¬ 
vidually coherent structure, frequently in parallel with the corre¬ 
sponding structures created by each of the other components. Inability 
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to perceive and remember precisely the values of any of these compo¬ 
nents results in a dislocation of the event in the work’s musical space, an 
alteration of its relation to all other events in the work, and—thus—a 
falsification of the composition’s total structure. For example, an incor¬ 
rectly performed or perceived dynamic value results in destruction of 
the work’s dynamic pattern, but also in false identification of other com¬ 
ponents of the event (of which this dynamic value is a part) with corre¬ 
sponding components of other events, so creating incorrect pitch, regis- 
tral, timhral, and durational associations. It is this high degree of’‘deter- 
minacy” that most strikingly differentiates such music from, for example, 
a popular song. A popular song is only very partially determined, since it 
would appear to retain its germane characteristics under considerable al¬ 
teration of register, rhythmic texture, dynamics, harmonic structure, 
timbre, and other qualities. 

Third. Musical compositions of the kind under discussion possess a 
high degree of contextuality and autonomy. That is, the structural char¬ 
acteristics of a given work are less representative of a general class of 
characteristics than they are unique to the individual work itself. Par¬ 
ticularly, principles of relatedness, upon which depends immediate co¬ 
herence of continuity, are more likely to evolve in the course of the work 
than to he derived from generalized assumptions. Here again greater and 
new demands are made upon the perceptual and conceptual abilities of 
the listener. 

Fourth, and finally. Although in many fundamental respects this 
music is “new,” it often also represents a vast extension of the methods 
of other musics, deiived from a considered and extensive knowledge of 
their dynamic principles. For, concomitant with the “revolution in 
music, ” perhaps even an integral aspect thereof, has been the develop¬ 
ment of analytical theory, concerned with the systematic formulation of 
such principles to the end of greater efficiency, economy and under¬ 
standing. Compositions so rooted necessarily ask comparable knowl¬ 
edge and experience from the listener. Like all communication, this 
music presupposes a suitably equipped receptor. 

Why should the layman be other than bored and puzzled by what he 
is unable to understand, music or anything else? It is only the translation 
of this boredom and puzzlement into resentment and denunciation that 
seems to me indefensible. The time has passed when the normally well- 
educated man without special preparation could understand the most 
advanced work in, for example, mathematics, philosophy, and physics. 
Advanced music, to the extent that it reflects the knowledge and origi¬ 
nality of the informed composer, scarcely can be expected to appear 
more intelligible than these arts and sciences to the person whose 
musical education usually has been even less extensive than his 
background in other fields. But to this, a double standard is invoked, 
with the words “music is music,” implying also that “music is just 
music.” Why not, then, equate the activities of the radio repairman with 
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those of the theoretical physicist, on the basis of the dictum that physics 
is physics”? It is not difficult to find statements like the following, from 
the New York Times of September 8, 1957: “The scientific level of the 
conference is so high ... that there are in the world only 120 mathemati¬ 
cians specializing in the field who could contribute.” Specialized music 
on the other hand, far from signifying “height” of musical level, has been 
charged with “decadence,” even as evidence of an insidious “conspira- 
cy. 

Imagine, if you can, a layman chancing upon a lecture on “Pointwise 
Periodic Homeomorphisms.” At the conclusion, he announces: “I didn’t 
like it.” Social conventions being what they are in such circles, someone 
might dare inquire: “Why not?” Under duress, our layman discloses 
precise reasons for his failure to enjoy himself; he found the hall chilly, 
the lecturer’s voice unpleasant, and he was suffering the digestive after- 
math of a poor dinner. His interlocutor understandably disqualifies these 
reasons as irrelevant to the content and value of the lecture, and the de¬ 
velopment of mathematics is left undisturbed. If the concert-goer is at all 
versed in the ways of musical lifemanship, he also will offer reasons for 
his “I didn’t like it”—in the form of assertions that the work in question 
is “inexpressive,” “undramatic,” “lacking in poetry,” etc., etc., tapping 
that store of vacuous equivalents hallowed by time for: “I don’t like it, 
and I cannot or will not say why.” 

In search of what to think and how to say it, the layman may turn to 
newspapers and magazines. Here he finds conclusive evidence for the 
proposition that “music is music.” The science editor of such publica¬ 
tions contents himself widi straightforward reporting, usually news of 
the “factual” sciences; books and articles not intended for popular con¬ 
sumption are not reviewed. Whatever the reason, such matters are left to 
professional journals. The music critic admits no comparable differentia¬ 
tion. He may feel, with some justice, that music which presents itself in 
the marketplace of the concert hall automatically offers itself to public ap¬ 
proval or disapproval. He may feel, again with some justice, that to omit 
the expected criticism of the “advanced” work would be to do the com¬ 
poser an injustice in his assumed quest for, if nothing else, public notice 
and “professional recognition.” The critic, at least to this extent, is him¬ 
self a victim of the leveling of categories. 

Here, then, are some of the factors determing the climate of the 
public world of music. Perhaps we should not have overlooked those 
pockets of “power” where prizes, awards, and commissions are dis¬ 
pensed, where music is adjudged guilty, not only without the right to be 
confronted by its accuser, but without the right to be confronted by the 
accusations. Or those well-meaning souls who exhort the public “just to 
listen to more contemporary music,” apparently on the theory that famil¬ 
iarity breeds passive acceptance. Or those, often the same well-meaning 
souls, who remind the composer of his “obligation to the public,” while 
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the public s obligation to the composer is fulfilled, manifestly, by mere 
physical presence in the concert hall or before a loudspeaker. 

I say all this not to present a picture of virtuous music in a sinful 
world, but to point up the problems of a special music in an alien and 
inapposite world. And so, I dare suggest that the composer would do 
himself and his music an immediate and eventual service by total, reso¬ 
lute, and voluntary withdrawal from this public world to one of private 
performance and electronic media, with its very real possibility of 
complete elimination of the public and social aspects of musical com¬ 
position. 

But how, it may be asked, will this serve to secure the means of sur¬ 
vival for the composer and his music? One answer is that after all such a 
private life is what the university provides the scholar and the scientist. 
It is only proper that the university, which—significantly—has provided 
so many contemporary composers with their professional training and 
general education, should provide a home for the ‘‘complex,” “difficult,” 
and “problematical” in music. Indeed, the process has begun. 

I do not wish to appear to obscure the obvious differences between 
musical composition and scholarly research, although it can be con¬ 
tended that these differences are no more fundamental than the dif¬ 
ferences among the various fields of study. I do question whether these 
differences, by their nature, justify the denial to music’s development of 
assistance granted these other fields. Immediate “practical” applica¬ 
bility (which may be said to have its musical analogue in “immediate ex¬ 
tensibility of a compositional technique”) is certainly not a necessary 
condition for the support of scientific research. And if it be contended 
that such research is so supported because in the past it has yielded 
eventual applications, one can counter with, for example, the music of 
Anton Webern, which during the composer’s lifetime was regarded (to 
the very limited extent that it was regarded at all) as the ultimate in her¬ 
metic, specialized, and idiosyncratic composition; today, some dozen 
years after the composer’s death, his complete works have been 
recorded by a major record company, primarily—I suspect—as a result 
of the enormous influence this music has had on the postwar, non- 
popular, musical world. I doubt that scientific research is any more 
secure against predictions of ultimate significance than is musical com¬ 
position. Finally, if it be contended that research, even in its least “prac¬ 
tical” phases, contributes to the sum of knowledge in the particular 
realm, what possibly can contribute more to our knowledge of music than 
a genuinely original composition? 

Granting to music the position accorded other arts and sciences 
promises the sole substantial means of survival for the music I have been 
describing. Admittedly, if this music is not supported, the whistling rep¬ 
ertory of the man in the street will be little affected, the concert-going ac¬ 
tivity of the conspicuous consumer of musical culture will be little dis- 
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turbed. But music will cease to evolve, and, in that important sense, will 
cease to live. 

Milton Babbitt, “Who Cares If You Listen?”, Hifili Fidelity, VIII, no. 2 (February 1958), 
38-40, 126-27. All rights reserved. Reprinted by permission. 

Babbitt’s arguments are met head-on by George Rochberg in a speech delivered 
in 1971. It is significant that this impassioned rejection of “scientific” herme- 
ticism is voiced not by a layman or a critic—whose contentions might easily be 
dismissed by an inhabitant of the ivory tower—but by a university composer. 
Rochberg (1918-), a professor of music at the University of Pennsylvania, gained 
considerable notice in the 1970s for breaking with twelve-tone music and revert¬ 
ing to a highly accessible tonal idiom reminiscent of eighteenth- and nineteenth- 
century classical styles. He attacks the hermetic position on several fronts: its 
pretension to scientific status; its belief in linear progress in art; its alleged 
amorality and dehumanization; and above all, its irrelevance to the genuine es¬ 
sence and purposes of art. 

It would be presumptuous to attempt or claim to attempt a depth 
analysis of the aberrations of the contemporary mind, but it seems to me 
there is a kind of rational madness let loose in the world which delights 
in manipulation for its own sake, usually, if not always, buttressed by 
self-justifying, objective principles, a kind of rational madness which un¬ 
derstands no theoretical limits to its pursuit of its self-justifying goals 
and which, worst of all, recognizes none or is blind to all of the possible 
consequences of its methodology and procedural logic when acted out in 
real life and among real people. The purest example I know which my 
description fits in every regard is science; for in science today we see the 
remarkable phenomenon of an unquestioned, worldwide agreement to 
pursue knowledge to its absolute limits, regardless of its ultimate 
consequences for human existence. The horrible paradox in this almost 
four-century-old play of man’s constitutional inability to foresee con¬ 
sequences while in hot pursuit of what he calls “truth” is that as each dis¬ 
covery of this truth has brought man closer and closer to his own extinc¬ 
tion either through the prospects of physical destruction or psycholog¬ 
ical maltransformation or biogenetic tampering, science itself remains 
supremely and arrogantly confident of its limitless purposes and indeed 
has the full support and encouragement of governments, industrial en¬ 
trepreneurs and peoples generally, all of whom continue to believe in its 
doubtful benefits. As Lewis Mumford has recently pointed out, the “pur¬ 
suit of scientific truth” is overriding in the twentieth century; and “in 
this pursuit of truth, the scientist has sanctified his own discipline 
and—what is more dangerous—placed it above any obligation of 
morality. .. . Scientific truth achieved the status of an absolute and the 
incessant pursuit and expansion of knowledge became the one recog¬ 
nized categorical imperative.” 
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No wonder the world picture of the scientist from Galileo to today 
still remains as Schrodinger has observed, “without blue, yellow, bitter, 
sweet, beauty, delight, and sorrow.” It was not surprising then, however 
regrettable it might be, that the dehumanized objectivity of scientific 
methodology and procedural logic should have gradually entered into 
and become central to large areas of artistic thought and production. 

The emergence of forms of art totally devoid of human content, and 
therefore meaning, owes everything to a naive, accepting, uncritical 
belief in the values of machine technology and the scientific premises on 
which this technology has been firmly based. Humanistic traditions have 
been abandoned largely in favor of varieties of production which con¬ 
centrate on consciously devised technical manipulation of the optic 
nerves, on the application of pure geometric design to the plan of the 
pictorial or the sculptural space, on the development of factory-produced 
sculpture for which the artist provides a blueprint, on the emergence of 
the “happening” as a misapplication of the principles of indeterminacy 
which permits the artist to indulge himself without restraint or taste, on 
the establishment of “open theater” and “participatory theater” which, 
as far as I can see, derive from the principles of behavioral psychology in 
which stimulus and response play the greatest roles. In short, contem¬ 
porary art either manipulates the central nervous system, sometimes in 
bizarre and grotesque, however systematic, ways, or ignores its needs 
completely by removing itself to realms of abstraction which, though 
patterned, refuse sense and meaning to the viewer. It is therefore not 
surprising that we can see the likeness of the dehumanized, morally void 
spectre of science in contemporary art. The same pretense toward lofty 
and impersonal objectivity is present in both; the same removal from the 
consequences of one’s actions is present in both; the same preferenee for 
reducing the impossible-to-grasp-or-pin-down subject, man, to an emi¬ 
nently manipulable object, automaton, is present in both. 

The separation of the immeasurable inside from the measurable out¬ 
side, i.e., the propensity for converting the world around us into so much 
machinery to be mastered and eontrolled, leaving out the dark, subjec¬ 
tive nature of the controller, himself an intrinsie part of what he is at¬ 
tempting to control, is the hallmark of the seientifie outlook starting with 
Galileo and Kepler; and while for three centuries painters, sculptors, 
musicians, poets, writers went their own ways, produeing the body of 
our inherited culture, in the twentieth eentury, the eentury in whieh sei- 
ence itself has finally overtaken and eonquered the world, art has sue- 
cumbed to the ethos whieh seems to be all pervasive and inescapable. 
Until the twentieth eentury it was elear that the worlds of seienee and art 
were separate from each other, sharing no basic premise in eommon. 
Though Kepler could say: 

As the ear is made to perceive sound and the eye to perceive color, so the 

mind has been formed to understand not all sorts of things but quantities. It 
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perceives any given thing more clearly in proportion as that thing is close to 
bare quantities as to its origin, but the further a thing recedes from quantities 
the more darkness and error inhere in it. 

It was precisely in those areas where the mind recedes from quantities 
and moves freely and intuitively in the realms of qualities that the artist 
lived and worked his human miracles. It was here that “blue, yellow, bit¬ 
ter, sweet, beauty, delight, and sorrow” held sway and produced their 
magical images for the eye, the ear, the mind—images which attained a 
human reality and gave the brutish, hard life of men a possible sense of 
glory in existence, a sense of the miraculous. But science not only does 
not believe in miracles; it positively despises them. If one compares the 
results of the “divine madness” which Plato ascribed to poets with those 
of the “rational madness” I am ascribing to scientists, it is not difRcultto see 
which is to be preferred in terms of the present and future of man. But the 
“divine madness” has been almost totally replaced by “rational madness” 
in the arts of our times; and it is in certain and specific varieties of contem¬ 
porary music one can see this best. 

For music is the most discrete, the most potentially abstract, the most 
specific of all arts. To Leibnitz it was “unconscious counting,” a species 
of mathematics; to John Buskin “frozen architecture”; but to musicians it 
was, until only very recently, “singing.” Sound was simply the physical 
medium, the carrier of the increasingly expanding structures which 
based themselves primarily on the model of the vocal phrase and its psy¬ 
chology, and projected its human aspirations in clearly shaped, arching 
melodic lines with or without verbal association. As late as Schoenberg, 
Webern and Stravinsky, the propensity for “singing” worked its magic 
even on their purely instrumental works. And where “singing,” in the 
sense of vocal or instrumental lyric expression, was modified to “danc¬ 
ing,” in the sense of periodicities with directly felt rhythmic pulsation, 
music retained its uncanny balance between inner and outer, remained a 
wholly human creation of human realities, memorable, repeatable, 
meaningful—if not always beautiful according to individual tastes. By 
another of the great ironies that pursue premeditating man, as soon as 
composers began to think of music as sound and sound as quantity, sing¬ 
ing and dancing in the traditional musical sense were replaced by con¬ 
scious counting, going Leibnitz one better, and by literally attaining the 
condition of “frozen architecture”—sound-events designed in time but 
not in rhythm. Since present day composers are extremely, if not 
exclusively, verbal and are given to different varieties of intellection and 
abstraction, they have fully documented their peregrinations in endless 
articles and books, few of which ultimately reveal the slightest aware¬ 
ness of the erosion of their own art at their own hands. Because they are 
fascinated by mathematics, logic, and science and have taken on the ra¬ 
tional madness of their scientific confreres, we read much these days 
about information theory and its relation to the psychology and composi¬ 
tion of music; about statistical probabilities, stochastics, and the Markoff 
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Chain and their compositional possibilities, about group and set theory 
as applied to serial music; about aleatory and indeterminacy and en¬ 
tropy. Every possible scientific metaphor and analogy is invoked. Every 
possible scientific discipline is ransacked for potential connections with 
and corroborations of theoretical postulates of how to expand the possi¬ 
bilities of sound itself and its theoretically limitless arrangements, com- 
positionally speaking. Musicians study computer programming, probe 
the latest linguistic findings, revel in the communication sciences. They 
read widely in logic; they take courses in advanced mathematics. All this 
would be admirable if it were for the personal cultural enrichment of 
those who feel so inclined; but it is in the name of music and exploring 
its possibilities in every conceivable direction, regardless of where it 
lands or what outlandish conclusions result, that this incredible display 
of misguided diligence is carried on. It used to be that a musician who 
wanted to compose schooled himself in the disciplines of counterpoint 
and harmony, learned his craft, and went about the uncertain business of 
producing art. History tells us few succeeded. Today it is enough merely 
to want to become a composer without benefit of evidence of a musical 
“ear” to generate a spate of studies which have nothing whatever to do 
with music as a craft or an art. Observation shows us few are failing. As 
incredible as it may seem, musicians today have actually come to 
believe that music is susceptible to analysis and logic, that what it is as 
acoustical phenomena, as patterns of simultaneous and successive order, 
as embodiments of structure and design is ultimately knowable by the 
calculating, measuring, premeditating mind. The presumption of such 
notions has converted music into a new form of applied science, a kind of 
acoustical technology. 

It is not germane whether the musicians who are deeply involved 
with scientific ideas and notions understand or apply them correctly to 
their own production. Here again the scientist can sit on his lofty perch 
and disclaim any responsibility for what musicians do with his ideas; but 
the fact remains that his impact on the musician is deep and profound 
and has had no less deleterious effects on music than on other areas of 
existence. But like the Chinese box within the box we proceed in depth 
to ever increasing disregard of consequences. For there are among us 
composers who renounce any responsibility for what they produce, 
claiming instead that the very nonrepeatability of their indeterminate 
works based on chance and/or choice lies in the very nature of physical 
phenomena, and is therefore of a higher reality than any which pertains 
to man’s limited possibilities, tied down as they are by cultural associa¬ 
tions, memory, history. But it is in the area of electronics, magnetic tape, 
and the computer that music has received today its greatest impress from 
the technology of science and it is here where composers have entered 
into pure quantification and measurement of wave lengths, wave combi¬ 
nations, partials and time segments and sequences. That music should 
thus be subjected to forms of automation is inevitable; and that it should 
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remove itself more and more from singing and dancing and embrace a 
world of sound devoid of human content is surely the end result of be¬ 
lieving that music like everything else today is reducible to formulas, to 
equations, to statistical probabilities, to predictable and controllable 
functions and behavior—in short to technology. Any sense of the human 
limits of music has been lost; and in my view it is not likely it can be 
regained. At least not until we have passed through the terrors which sci¬ 
ence and technology have prepared for us and have been driven back by 
the sheer need to survive to a re-evaluation of priorities in life and a re¬ 
newed sense of the tragedy of man. The Greeks already understood the 
nature of this tragedy as the hubris of man, his vaulting pride, his lust for 
dominion over the very universe which made him. And the Greeks in¬ 
vented the Eumenides, the Fates which, when provoked, cut premedi¬ 
tating man down. Must we wait until we are standing desolate and 
despairing in a man-made wilderness to understand the words of 
Diirrenmatt’s physicist, Moebius: 

I am poor King Solomon. Once I was immeasurably rich and wise and God¬ 
fearing. I was a prince of peace and justice. But my wisdom destroyed my fear 
of God, and when I no longer feared God, my wisdom destroyed my riches. 
Now all cities are dead over which I ruled; the empire which was entrusted to 
me is empty, a desert shimmering in a blue light, and somewhere, around a 
nameless star, senselessly, eternally, circles the radioactive earth. I am 
Solomon. I am poor King Solomon. 

George Rochberg, “Music: Science vs. Humanism” in The Aesthetics of Survival: A 
Composer’s View of Twentieth Century Music (Ann Arbor: The University of Michigan 
Press, 1983). Copyright © The University of Micliigan Press. Used by pennission. 
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Defined here are only those terms that are not defined in the context of the read¬ 
ing in which they occur. For terms that are defined in the readings, consult the 
Index. 

accidentals Signs (“sharp’' and “flat”) used to indicate chromaticism (q.v.); they 
direct that a given pitch be raised or lowered a half step. 

Agnus Dei The last of the fixed texts (Ordinary) of the Mass. It accompanies the 
taking of communion. 

allegro (Italian: happy) A brisk tempo; a piece or section played at a brisk 
tempo. 

Alleluia The highly melismatic Gregorian chant that precedes the reading of 
the Gospel at Mass. 

antiphon A short verse appended to psalms as a refrain in early Ghristian use. 
antiphonal A mode of performance originating in psalmody, in which two or 
more choruses sing in alternation; by extension, any performing situation, 
vocal or instrumental, in which such alternation takes place, 
antiphoner. Antiphonale' antiphonary Book containing the Gregorian 

chants for the liturgical hours or Divine Office (q.v.). 
archlute A large lute, used to play harmonic accompaniments in the late 
Renaissance and early Baroque (also known as chitarrone or theorbo), 
aria 1. As Gaccini uses it in the 17th century, the word means a song consisting 
of stanzas sung over a repetitious musical accompaniment (ground bass). 2. In 
common parlance, any extended solo number in an opera, cantata, or oratorio, 
aulos The principal wind (reed) instrument of the ancient Greeks. It often had a 
double bore. 

ballade (medieval) A form of courtly song in which the musical sections are in 
the scheme AAB. This form has proved especially durable and has been given 
many other names (e.g., “bar form”), 
ballata Ah Italian dance-song form similar to the French virelai (q.v.). 
bassadanzciy basse danse (French) A ballroom dance of the 15th and 16th cen¬ 
turies in which the couples moved in procession; usually the opening number 
in a formal ball. 

branle A ballroom dance of the I5th and 16th centuries in which the couples 
formed a circle. 

caccia A 14th-century genre in which a poem about hunting (Italian: caccia) is 
set to music in which one part “chases” another (Italian: cacciare) in imitation; 
by extension, any medieval texture of two canonic parts over a harmonic bass 
line. 

cadence The end of a phrase, section, or entire composition, usually signalled 
by a conventional formula; hence, a way of articulating musical structure, com¬ 
parable to punctuation. 
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cadential Pertaining to cadence. 

cadenza (Italian: cadence) A showy passage of virtuosity near the end of a con¬ 
certo movement or aria; in the 18th and 19th centuries often improvised by 
performers; nowadays usually sung or played from memory, 
canon 1. Any verbal rubric or performance direction in a medieval or Renais¬ 
sance musical manuscript. 2. A polyphonic piece that could be realized in per¬ 
formance from a single notated line by applying such a rule. 3. By extension, 
any piece in which all the parts have the same music but start at different times 
and/or at different pitch levels (a ‘‘round” is a form of canon), 
canticle A Gregorian chant performed in the manner of a psalm, with verses 
recited to a tone (q.v.) and with a framing antiphon (q.v.). 
cantus firmus A Gregorian chant on which a piece of medieval or Renaissance 
polyphony was constructed (usually held out in longer note values than the ac¬ 
companying parts); by extension, any melody so used, or any texture in which 
one voice moves noticeably more slowly than the others, 
chanson (French: song) In music historiography the term is usually restricted 
to denote the French courtly part songs (secular polyphonic songs) of the 15th 
and 16th centuries. 

chord An aggregate sonority produced by the simultaneous sounding of dif¬ 
ferent pitches; the basic unit of harmony, 
chromaticism The use of pitches that lie outside the normal scale of a given 
mode or key; a common means of achieving vivid expressivity in much texted 
or programmatic music since the Renaissance, 
cithara See kithara. 

cittern A small mandolin-like fretted instrument of the Elizabethan period; 
chords were usually strummed on it as accompaniment for other instruments 
or voices. 

clavichord A very soft-spoken, intimate keyboard instrument, obsolete since 
the late 18th century, in which the tone was produced by a metal tangent at¬ 
tached to a lever activated by the key, which struck the string directly, 
clavier A keyboard; a keyboard instrument. 

clef A sign placed on the musical staff to define the specific pitches represented 
by the lines and spaces. 

close In 18th-century English, a cadence, or, more commonly, a cadenza (q.v.). 
conductus A medieval composition to a Latin text but without a Gregorian 
cantus firmus; its texture was monophonic (q.v.) or homophonic (q.v.) and it 
was often used to accompany processions (which may account for its name), 
contratenor A voice part in medieval polyphony set in counterpoint with the 
tenor. 

Cornett A wind instrument like a woodwind in its fingering system but like a 
brass instrument in its mouthpiece and embouchure (q.v.); in use through the 
17th century. 

courante A 17th-century French court dance in triple meter and stately tempo. 
da capo (Italian: from the top) A direction to begin again, used in many pieces 
(like Baroque operatic arias) in ABA form, to save the trouble of writing out the 
last section. Hence “da capo aria” means an aria in ABA form. 
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diatonic scales (e,g., major and minor, medieval modes) whose distribution of 
intervals (whole and half steps) conforms to that of the white keys of the piano, 
dissonance A combination of pitches that produces a harmonic clash according 
to the rules of composition in force at a given time. Dissonances are by no 
means avoided or prohibited in any musical style—indeed, their use is often 
highly expressive but their handling is subject to restriction and their move¬ 
ment to consonance is normally effected by means of conventional procedures 
(called "‘resolutions”). 

Divine Office The daily round of Christian monastic services, 
dodecaphonism The technique or practice of twelve-tone composition, 
dominant The pitch, triad (q.v.), or key on the fifth degree of the scale; the dom¬ 
inant triad has a strong sense of implied progression to the tonic, and is the ini¬ 
tiator, therefore, of cadences in tonal music, 
dotted (rhythm) A radical alternation of long and short notes, giving a majestic 
effect (if slow) or an agitated one (if fast). The term is derived from the notation 
of such rhythms (the dot lengthens the long note beyond its normal value), 
double bar The sign drawn through the staff to denote the end of a piece or of a 
major constituent section. 

dulcian The 16th-century prototype of the modern bassoon, 
embellishment Decorative additions to or departures from notated music or 
well-known tunes. Often these are stereotyped “graces” indicated by special 
conventions of notation. 

embouchure The positioning of the lips in playing a wind instrument; in Bur¬ 
ney’s description of Frederick the Great’s flute playing, the word refers figura¬ 
tively to the quality of tone produced through the application of the em¬ 
bouchure, 

enharmonic 1. In Greek music, a genus (tuning system) that included tones 
smaller than a half-step. 2. In common practice, the designation of the same ac¬ 
tual pitch by different notational signs (e.g., F-sharp vs. G-flat); enharmonic 
relationships are tools in constructing complex or “remote” modulations (q.v.). 
estampie A medieval dance, consisting of a number of repeated strains (i.e., 
sections), with or without refrain. Its name suggests that it was of a vigorous, 
“stamping” character. 

figural music In the Renaissance, metrically organized music notated in “men¬ 
sural” notation (as opposed to plainchant, notated in neumes [q.v.]). 
flageolet A simple wind instrument of the recorder family, used generally not 
for art music but for accompanying dancing. 
frottola An Italian partsong (secular polyphonic song in the vernacular) of the 
late 15th and early 16th century; the equivalent of the French courtly chanson, 
galliard A Renaissance dance in a lively triple meter. When Francis Bacon 
writes “galliard time,” he means, simply, triple meter. 

German flute The transverse, cross-blown flute, as distinguished (in the 18th 
century) from the vertically held recorder. 

Gradual 1. The highly melismatic Gregorian chant that follows the reading of 
the Epistle at Mass. 2. A book containing the repertoire of chant for the Mass 
(cf. antiphoner). 
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ground bass A repeating cadential phrase in the bass, over which continual me¬ 
lodic variations are played, as in the Baroque dance forms chaconne and pas- 
sacaglia; by extension, any unvaryingly repeated (ostinato) bass pattern. 
gruppi In early Italian Baroque songs, melismas or roulades, 
harmony 1. The practice and technique of combining simultaneous pitches in 
chords. 2. As Plato uses it, the word is roughly equivalent to mode (q.v.). 
hautboy The 18th-century English tenn for oboe, more clearly showing its 
derivation from the French haiit hois (“high wind”), 
hocket, hoqnetus A rather virtuosic musical genre of the 13th and 14th cen¬ 
turies in which a musical line was seemingly broken up among two or more 
performers, who alternated and exchanged notes and rests very rapidly. The 
effect of such a manner of singing was whimsical, even comical, as is reflected 
in the term itself, which comes from the Latin for hiccup, 
homophony A polyphonic texture in which all the parts move rhythmically 
together, producing chords; also, a texture in which one part is clearly the lead¬ 
ing melodic one, the other parts providing harmonic support, 
horizontal Refers to the successive or linear aspect of musical texture (by analo¬ 
gy with the appearance of musical notation, in which succeeding notes are 
written from left to right). Cf. vertical. 

hymn A metrical song in praise of God, usually meant for congregational sing¬ 
ing in unison. 

imitation A texture in which different voices or instruments make successive 
entries singing or playing the same theme, 
intabulate To arrange a polyphonic vocal piece for performance on lute or 
keyboard. See tablature. 

interval A frequency difference between two pitches, generally measured in 
terms of the steps of the scale. For example, the octave, which actually repre¬ 
sents a frequency ratio of 2:1, is so called because the two tones comprising it 
are located eight scale steps apart (and so it goes for the fifth [3:2], the fourth 
[4:3], etc.). 

Introit The opening variable section of the Mass (Proper), consisting of a psalm 
verse and an antiphon. It accompanies the entrance of the celebrants (hence 
the name). 

inversion A form of melodic variation in which the contour is reversed (e.g., a 
progression to a higher pitch is replaced by an equidistant progression to a 
lower one). 

jack The lever mechanism, activated by the keys, that causes the quill to pluck 
the string in harpsichords or related instruments; in Shakespeare’s sonnet the 
word refers, synecdochically, to the keys of the virginal themselves. 
Kapellmeister The German term for choir master or conductor, derived from 
the Italian Maestro cli cappella (q.v.). 

kithara The harplike instrument of the ancient Greeks, usually associated with 
Apollo. 

krummhorn, crumhorn, cromorne A capped reed instrument with a curved 
(German: krumm) bore, used chiefly in the 16th century. 
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legato Manner of performance in which tones are smoothly connected. 

Lied (plural: Lieder) (German: song) This word is used in English to denote 
settings of lyric poetry by German composers. 
lira da braccio A bowed string instrument on which chords were performed, 
in Italian Renaissance and early Baroque music, to accompany singing actors 
in intermedii and early operas. 

lute Gourd-shaped plucked-string instrument, in use in Europe from the time 
of the Crusades until the 17th century; the prime soloist and accompanying in¬ 
strument of the Renaissance, 
lyre A smaller instrument of the kithara family. 

madrigal An Italian vernacular poem set to sophisticated music. The madrigal 
had two main periods of vogue: the late 14th century and the late 16th (in the 
early 17th century it was imitated by English composers). The two repertoires, 
of course, are extremely dissimilar stylistically. 

Maestro di cappella (Italian) The leader of a choir; by extension, the director of 
any musical establishment. 

Matins The first service in the daily round of the Divine Office (q.v.), observed 
in the early morning hours, 
melisma A melodic flourish sung to a single syllable. 

menuet, minuet A French court dance of the 17th and 18th centuries in triple 
meter and moderate tempo. It survived long after its ballroom days as a part of 
the Baroque suite and the Classical symphony. 
mezza voce (Italian: half-voice) In an undertone (usually with reference to 
singing; Liszt uses it in a figurative sense), 
mode I. A collection of pitches, and characteristic functional relations among 
them, that provides the raw material for composition. The pure pitch content of 
a mode is usually summed up or demonstrated by means of a scale (i.e., the ar¬ 
rangement of the constituent pitches in ascending or descending order of 
frequency). 2, With special reference to Medieval and Renaissance notation of 
rhythm, mode denotes the interrelationship of the note values, 
modulation A change of key; a musical passage that effects such a change. Mod¬ 
ulations are “neaF' or ‘‘remote'’ depending on how many tones the scales of 
the two keys have in common. 

monochord A one-stringed contrivance used by medieval theorists or trainers 
of singers to demonstrate intervals. 

monophonic A texture consisting of a single melodic line without counterpoint 
or harmonic support. 

mordent An embellishment usually consisting of a single (but occasionally 
multiple) alternation of a written note with the one directly below it in the 
scale. 

mutatio The process of applying the rules of solmization (q.v.) in the Middle 
Ages. 

neumes The earliest form of Western musical notation (found in Gregorian 
chant manuscripts from the 9th century on and still in use for the notation of 
church chant). In their most primitive form neumes indicated the rise and fall 
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of the melodic contour but not fixed pitch. For the latter, the staff was invented. 
Whether neumes ever encoded rhythmic information is a matter of debate. 
Noctum A cycle of readings, hymns, and responsorial chants originating in 
Christian vigils; several are performed in the course of the Matins service. 
Office See Divine OflSce. 

opera comique A French comic opera with spoken dialogue, 
organum Originally, the harmonic enrichment of a chant through doubling at a 
constant consonant interval; later, a more elaborate melismatic composition 
over a cantus firmus (11th through 13th centuries), 
partials In acoustics, the members of the harmonic series engendered by any 
natural sound-producing vibration (fundamental). The relative prominence of 
the various partials in musical sounds is what largely determines timbre (q.v.). 
perfect/imperfect consonance In medieval theory, perfect consonances were 
those that had frequency ratios of a simple arithmetic kind (i.e., the ones puta¬ 
tively discovered by Pythagoras); imperfect consonances were frequency 
ratios that were more complex (with the result that the two tones stood out 
from one another more). In practical terms, the perfect consonances were the 
octave, the fifth, and the fourth; the imperfect, the third and the sixth, 
plainchant, cantus planus Christian medieval (''Gregorian”) chant, sung in uni¬ 
son and in free rhythm (as opposed to figural [i.e., polyphonic and/or metrical] 
music). 

polyphony A texture consisting of a multiplicity of simultaneous sounds. Poly¬ 
phonic textures are extremely various and some have their own names (e.g., 
homophony [q.v.], imitation [q.v.], etc.), 
positive (or portative) organ A small, movable organ (as opposed to the large 
ones that were built into churches). 

pricksong, pricking Pricksong was the Renaissance English term for figural 
music (q.v.); pricking was the term for copying music into manuscripts (from 
the scratching of quill on parchment), 
psalmody The ritual singing of psalms. 

rauschpfeife A loud capped-reed instrument used in Germany in the 16th cen¬ 
tury; except for the capped mouthpiece, identical to the shawm (q.v.). 
rebec(k) A small, pear-shaped bowed string instrument of the Middle Ages and 
Renaissance. By Milton’s time it had passed out of "art music” usage al¬ 
together and was a rustic instrument used (like the flageolet) to accompany folk 
dancing. 

recorder An end-blown whistle flute in common use from the Middle Ages to 
the 18th century. In the 20th century it has been revived as an educational in¬ 
strument. 

regal A kind of positive organ (q.v.) that had reed pipes instead of open ones; it 
produced a very penetrating, rasping sound. Regals were used in the Middle 
Ages and Renaissance to train choirboys and, later, Monteverdi specified it to 
accompany the ferryman Gharon’s aria in his opera Orfeo. 
relative major/minor The major and minor scales that share a common pitch 
collection and hence a common key signature. The tonic of the relative major 
scale is the third note (mediant) of its relative minor. 
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Responsory A chant in which a soloist is answered by a group; by extension, a 
responsorial mode of performance is any situation, vocal or instrumental, in 
which such an alternation obtains. 

report A 17th-century English term for a ricercar (q.v.), or any passage using im¬ 
itation. 

retrograde A form of melodic variation in which the notes of a melody are 
presented in reversed order. Medieval and Renaissance musicians called the 
technique cancrizans, after what they took to be the way a crab walked, 
ricercar, ricercata A polyphonic, imitative piece, usually based on a single 
theme, and usually of a complicated, “learned” character, 
rondeau (medieval) One of the medieval dance-song forms with refrain, known 
Rs formes fixes. Its scheme is ABaAabAB, where the capital letters stand for the 
refrains (i.e., repetitions of text and music together), while the small letters 
stand for repetition of music to new words. The presence of complete refrains 
at the beginning and tbe end accounts for the name of this form: it is symmetri¬ 
cally “rounded.” 

roulade A virtuosic, decorative melisma (q.v.). 

sackbut An older, smaller form of trombone, in use through the 17th century. 
Sanctus The section of the Mass Ordinary that precedes the Elevation of the 
Host (cf. Agnus Dei). 
schola A Gregorian chant choir. 

sequence 1. An elaborate medieval hymn sung after the Alleluia in the Mass, 
most widespread from the 12th to the mid-16th centuries; only five remain in 
liturgical use today. 2. A short phrase which is repeated at different pitch 
levels, usually ascending or descending by step, 
serpent The bass member of the cornett family, so called after its S-curved 
shape; serpents survived in military bands (and to a limited extent, in the 
opera pit) until the mid-19th century, 
set In twelve-tone music, another word for tone row (q.v.). 
shawm A double-reed instrument of the Middle Ages and Renaissance; ances¬ 
tor of the modern oboe. Cf. rauschpfeife. 

Singspiel A German comic opera with spoken dialogue (18th-19th centu¬ 
ries). 

solmization The technique of singing at sight by the use of paradigm syllables: 
Ut(do)-re-mi, etc. 

staccato Manner of performance in which the tones are sharply detached, 
suspension A form of expressive or cadential dissonance produced by holding 
a pitch while the surrounding voices change to a new harmony, then resolving 
the held pitch to one that accords with the new harmony, 
syncopation A rhythm that conflicts with the prevailing meter. Typically, a syn¬ 
copated note is an accented note on a weak beat, which is then held past the 
next strong beat. Syncopated rhythms have been a source of inventive experi¬ 
mentation, for the sake of expressivity or of simple delight in patterns, since 
the 13th century. 

tablature A method of notation for fretted and keyed instruments that indicated 
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not the note to be played but the fret to be stopped or key to be depressed. It 
survived in the “guitar chords’" of today’s popular sheet music, 
tempo What is loosely thought of as the “speed” of a piece of music; actually it 
is the duration of the various notes as measured in actual time, 
tenor 1. In medieval and Renaissance music, the part that holds out (Latin: 
tenere) the cantus firmus (q.v.). 2. By extension, the voice that sang such a part. 
3. By further extension, in common usage, a high male voice, or a male singer 
with a high voice. 

tibia An ancient flute, originally made from an animal’s leg bone, 
timbre “Tone-color”; the characteristic quality of sound by which, for example, 
two instruments playing identical pitches can be distinguished, 
tonality 1. The system of functional harmonic relations that governs musical 
syntax in most music written since the Renaissance; the organization of music 
around a tonic (q.v.). 2. A key (e.g., G major), 
tone In Gregorian chant, a formula to which a psalm or canticle is recited, 
tone row (or series) An arrangement of the twelve notes of the chromatic scale 
into a specified order of intervals which then provided the raw material for the 
construction of a twelve-tone composition, 
tonic The governing (key-defining) pitch in tonal music; the pitch required for 
a sense of completion or repose. 

transpose As G. P. E. Bach uses the term, it means to play a piece in a different 
key from the one in which it is notated. 

triad The basic unit of tonal harmony since the 16th century; it is a three-note 
chord consisting of intervals respectively three and five scale steps from the 
lowest tone (called the root). 

trill A rapid alternation between two adjacent notes of the scale. 
tripla A tempo relationship common in Renaissance music (namely, three 
times as fast). As Bacon uses the term, it means, simply, any arithmetical (i.e., 
proportional) coordination of tempos. 

triphim The highest voice (and last to be composed) in a medieval polyphonic 
composition. 

vertical Refers to the simultaneous aspect of musical texture (by analogy with 
the appearance of musical notation, in which simultaneously sounding notes 
are written one on top of the other). Gf. horizontal, 
vibrato Rapid, minute, regular variation in frequency and/or intensity, applied 
to musical tones to make them more pleasing or expressive, 
vielle A medieval bowed string instrument; the ancestor of the violin family, 
viol The main bowed string family from the 15th to the 18th centuries. One 
member (the so-called double bass) survives today, 
viola da gamba The Italian term for viol; whatever the size, viols were held be¬ 
tween the legs (ganibe), 

virelai One of the medieval dance-song forms with refrain. Its model stanza is 
AbbaA, where A is the refrain and a is the music of the refrain sung to the third 
line of the stanza. 

virginal A small, often pentagonal English keyboard instrument of the harp¬ 
sichord family. Sets of virginals, often piled one atop another in order of size, 
were very popular domestic instruments in Shakespeare’s time. 
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Palestrina recants his, 142 — 43; 
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madrigals, Renaissance (cont.) 

Gesiialdo’s, 146; in England, 155; 
Caccini's, 170; Monteverdi's, 171—73 
Maeterlinck, Maurice, 418 
MafFei, Scipione, 238—40 
Mahler, Gustav, 377,413 — 14, 429 — 30, 
431-32, 436 
Symphony no. 1, 414 
Symphony no. 2, 413, 414 
Malibran, Maria, 350 
Mallarme, Stephane, 418 
Mantua, 174; solo singing in, 149 — 50; 
early opera in, 176 — 78; Monteverdi 
in, 180-84 

Marchetto of Padua, 71, 72 
“Marseillaise, La," 319, 366 
Marx, Karl, 495, 496 
Mass, polyphonic; how to compose, 
132-34 

Mattheson, Johann, 217 — 19 
Mazzucato, Alberto, 419 
Mauduit, Jacques, 163 
Maugars, Andre, 194—97 
Maximilian 1, Emperor, 83 — 89 
Meek, Nadezhda Filaretovna von, 397, 401 
Medici, Grand Duke Francesco de’: his 
wedding festivities, 115—21 
Mehul, Etienne-Nicolas, 319, 320 
Mendelssohn Bartholdy, Fanny, 373 
Mendelssohn Bartholdy, Felix, 358, 
371-73, 385, 394, 404, 427 
St. Paul, 372 

Symphony no. 4 (“Italian"), 404 
Mercadante, Saverio, 348 
Mersenne, Marin, 164 — 64, 204 — 205, 217 
merveilletix, le (“the Wonderful"), 201, 
203, 204 

Metastasio, Pietro, 227, 229, 230 
microtones, comments on: by Vicentino, 
162 — 63; Busoni, 421—23; Ives, 

423 — 24; Stravinsky, 466 
Milan, 99, 137, 138; Sts. Ambrose and 
Augustine in, 29 — 31; cathedral choir 
regulations, 125 — 27; a sixteenth- 
century concert, 159 — 60; Goldoni 
in, 229 — 30; Otello at La Scala, 

406, 409-11 

Milhaud, Darius, 470, 470-74, 476, 482, 
508 

Milton, John, 189 — 90, 289 
Mizler, Lorenz, 250 
modernism, 499, 504 — 505 
modes, Greek, 8 — 9, 136 — 37 
Moliere, 371 

Mondonville, Jean Joseph de, 288 
monochord, 3 — 6, 49—50 
monody, 149, 166 
Monteverdi, Claudio, 69, 166, 169, 

171-73, 173-74, 176, 177, 180-84, 

202 

Arianna, 176, 181 


Combattimento di Tancredi e Clorinda, 
173-74 

Orfeo, 177-78, 180, 181 
Scherzi musicali, 172 
Monteverdi, Giulio Cesare, 172 — 73 
Moore, Douglas, 503 
Morand, Paul, 471 

Morley, Thomas, 13, 129—32, 144 — 45, 
156-57 

motet, medieval, 65 — 66, 71—72; how to 
write a, 66 — 67 

motet. Renaissance, 123 — 24, 132 — 34, 136; 

defined, 129 
Mouret, Joseph, 280 
Mouton, Jean, 101, 173 
Mozart, Leopold, 263, 306 — 309 (307) 
Mozart, Marianne, 306 — 308 (307) 

Mozart, Wolfgang Amadeus, 273, 285, 
306-10 (307), 310-12, 321, 322, 323, 
330, 336, 338, 359, 361, 384, 389, 393, 
404, 415 

Concerto for Flute and Harp, 310 
Don Giovanni, 359, 389^ 

Marriage of Figaro, 336 
“Paris" Symphony, 311 — 12 
Mumford, Lewis, 534 
Muris, Jean de, 67, 68 — 69 
“music of the future," 361 — 62, 380 — 85, 
402 

music printing, early, 89—93, 150 
Musica enchiriadis (anon, treatise), 59 
musica miindana, humuna, instrumentalis, 
33, 34, 35, 63 
musique concrete, 443 
mu.sique d'ameublement, 471 — 72 
musique mesuree a Vantique, 13, 163 — 65 
Musorgsky, Modest Petrovich, 392, 
394-94, 395-96, 417, 470 
Myslivecek, Josef, 389 


N 

Naples, 227, 282; the conservatories, 222, 
224; eighteenth-century opera 
audiences in, 231—34 
nationalism in music, 388 — 96, 412— 13, 
442, 445-50, 475, 482, 502-504. See 
also folk music 

“neoclassicism," 448, 453, 454 — 55, 461, 
465 

Netie Zeitschrift fiir Musik, 357 — 58, 361, 
381, 383, 385 
neumes, 48 — 49 

New Russian School, 391 — 96, 397, 442; 
the “Five," 470 

New Viennese School, 428 — 35, 455 — 57, 
475, 477 

New York, Jenny Lind in, 386 — 88 
Newman, Ernest, 429 
Nicolini (Nicolo Grimaldi), 241 
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Niconiachus, 3 — 6 
Nietzsche, Friedrich, 453 — 54 
Nijinsky, Vaslav, 441 
Nono, Luigi, 525 
North, Roger, 207 — 208, 211 — 12 
notation: early Western, 48 — 54; Ars Nova, 
68-69 

Notker Balbiiliis, 44-45, 46-47 
Notre Dame school, 34, 61 — 62 
Novello, Vincent, 336 
Novotny, Vaclav Juda, 388 — 90 


O 

Oath of the Pheasant, 82 — 83 
Ockeghem, Johannes, 80, 82, 173 
Odo of Cluny, 49 — 50 
“ondes Martenot,*' 518 
opera: origins, 115, 166, 169, 170; the 
earliest, 174 — 78; French objections 
to, 200 — 204 (Saint-Evremond’s 
definition, 202); eighteenth-century 
Italian audiences, 231 — 34 (232), 

235 — 36; sparrows and dragons, 

240 — 42; the **War of the Buffoons,*' 
279 — 82; lean years in Italy, 347 — 48; 
Romantic sensibilities, 349 — 50, 

351 — 52. See also specific composers, 
and comic opera, opera comique, 
opera seria, recitative, smgspiel, etc. 
opera buffa. See comic opera, Italian 
opera comique, 280, 355 
opera seria, 217, 229—31, 232, 281, 
301-302 

oratorio: early, in Rome, 194, 195 — 96; 
Handel's, 243 — 46; van Swieten a 
patron of, 323 — 24 

organ: Landini’s expertise, 74 — 75; regal 
and positive, 86, 87; played by 
Handel, 243-44, 246; by Bach, 
248—49; by Mendelssohn and Prince 
Albert, 372 

organum, 60 — 62, 65, 66 
Origen of Alexandria, 28 
Orlandini, Giuseppe Maria, 281 
ornamentation (embellishments), 205, 237, 
260-62, 270-71, 368 
Ornithoparcus, Andreas, 127 
Orpheus, 1—3, 16, 177, See also 
Monteverdi, Peri 

overture, French and Italian, 285 — 86 
Ovid, 1-3 


P 

Pachelbel, Johann, 268 
Pacini, Giovanni, 348 
Paganini, Niccolo, 159, 340 — 45 (341) 
Paisiello, Giovanni, 347 


Palestrina, Giovanni Pierluigi da, 121, 

123 — 24, 138, 142 — 43, 396; entrusted 
with revision of chant, 139 
Missa Papae Marcelli, the legend of, 
140-42 

Paris, 79, 351, 430; early fourteenth- 
century music in, 63 — 66; At- 
taingnant’s shop, 90 — 92; the *‘War of 
the Buffoons,” 279 — 82; Mozart in, 
310—12; music during the Reign of 
Terror, 319 — 20; the Rite of Spring 
‘‘scandale,” 438 — 43; music between 
World Wars, and ‘‘Les Six,” 470 — 72, 
475 — 76. See also Notre Dame school, 
Goncert Spirituel, Gonservatoire 
“parody,” 105; parody Mass, 132 
Paul V, Pope, 139 
Pavesi, Stefano, 348 
Pergolesi, Giovanni Battista, 273, 282 
La serva padrona, 273 — 79 (text of 
opening scene), 281, 282 
Peri, Jacopo, 175, 176 
Dafne, 175, 176 
Euridice, 176 

perfection, imperfection (perfect, 
imperfect modes), 67, 68 — 70 
Perotinus, 61 — 62 
Petrarch, 167 

Petrucci, Ottaviano, 90, 94 

Philip V, King of Spain, 228 

Philip the Good, Duke of Burgundy, 82 

Philistines, 359 

Philo of Alexandria, 20 — 21 

piano (pianoforte): invented, 238 — 40 

(239); played by J.S. Bach, 252; C.P.E. 
Bach comments on, 269 — 270; played 
by Beethoven, 323; by lady amateurs, 
324, 335-36; by Schubert, 338; by 
Brahms, 362; by Liszt, 363 — 65; by 
Field, 368 — 39; by Ghopin, 369 — 71; 
by Stravinsky, 439 
Piccinni, Nicolo, 282 
Pius IV, Pope, 141 

Plato, 3, 6-10, 33, 49, 107, 108, 162, 170, 
174, 189, 208, 287, 294, 536 
“points of imitation,” 112 — 13, 124, 130, 
132-33, 135, 137 

polyphony: origins of, in the West, 54, 
59-62 

polytonality, 473 — 74, 488, 490; bitonality, 
415 

Porpora, Nicola, 227, 228 
Poulenc, Francis, 470, 471, 474 
Pousseiir, Henri, 525 
Praetorius, Michael, 104—105, 217 
primitivism, 439 

printing, early music, 89 — 93, 150 
program music: Couperin's titles, 237; its 
new status in nineteenth century (and 
Symphonie fantastique program), 
353-57; Stasov on, 390-91, 393-94; 
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program music (coat.) 

Chaikovsky and, 397 — 401; Mahler 
and, 412-14 

Prokofiev, Sergei, 499 — 502 
psalmody, 15, 20, 25 — 27, 32; antiphonal 
and responsorial, 18 

Punto (Stich), Giovanni (Jan Vaclav), 323 
Purcell, Henry, 201, 208-209, 209 
Sonatas of Three Parts, 208 — 209 
Pythagoras, 3-6 (4), 13, 14, 27, 63, 114 


Q 

Quantz, Johann Joachim, 263 — 68, 
304-306 

Quinault, Philippe, 203 
Quintilian, 12-15, 156, 162, 165 


R 

Raaff, Anton, 311 
Rameau, Jean-Philippe, 220 — 22 
Rameau, Pierre, 197 — 98, 199 — 200 
Raphael, 361 

Ravel, Maurice, 470, 474, 481—83 
realism, musical, 394 — 95 
rebec, 159 

recitative, 166, 169, 177, 178, 188; Peri’s 
‘‘reciting in song,” 176; in early 
oratorio, 194, 195 — 96; “fatiguing,” 
201; Rousseau’s article on, 284 — 85; 
Musorgsky’s “realistic,” 395 
Regino of Priim, 59, 60 
Regis, Johannes, 80 
Reinhardt, Max, 415 
Reinken, Johann Adam, 250—51, 268 
res facta, 54, 58 
retrouenge, 58 
Reybaud, Louis, 354 
Rhaw, Georg, 101 
Richelieu, Cardinal, 194 
Ries, Ferdinand, 345 — 46 
Rimsky-Korsakov, Nikolai Andreevich, 
392, 395, 442, 470 
Rinuccini, Ottavio, 176 
Robespierre, Maximilien de, 319 
Rochberg, George, 534 — 38 
Rococo style, 237 
Rode, Pierre, 320 
Roerich, Nicholas, 441 
Rogers, Bernard, 503 
Rome, 178, 282; Sistine Chapel choir 
regulations, 124 — 25; Caccini in, 170; 
music in the churches of, 194 — 97; 
Farinelli in, 227 

rondeau (medieval), 58, defined, 64 
Rore, Cipriano de, 115, 182 
Roseingrave, Thomas, 234 — 35 
Rossi, Luigi, 202 


Rossini, Gioachino, 330, 336 — 37, 347, 358 
Rousseau, Jean-Jacques, 280, 283 — 88, 293, 
366 

Roussel, Albert, 474 

Ruffo, Vincenzo, 125 — 27, 137, 138, 140 

Ruggles, Carl, 503 

Ruskin, John, 536 

Russian School, New. See New Russian 
School 

Russolo, Luigi, 443 — 45 


S 

Sacchini, Antonio, 351 
sackbuts, 136, 160 

Saint-Evremond, Charles de, 201 — 203 
Sand, George (Aurore Dudevant), 370 
Saphir, Moritz, 365 
Sarrette, Bernard, 319, 320 
Satie, Erik, 467-70 (468), 470-72, 474, 
474-45 

Sauveur, Joseph, 220 

Sayn-Wittgenstein, Princess Carolyne, 367, 
382 

Scarlatti, Alessandro, 235 
Scarlatti, Domenico, 234 — 35, 465 
Scheibc, Johann Adolph, 256 — 57 
Schenker, Heinrich, 187 
Schiller, Friedrich von, 332, 333 
Schoenberg, Arnold, 427 — 28, 428, 

429-35, 435-38, 455-56, 465-66, 
466-67, 473, 475, 479, 480, 501, 502, 
503, 506, 507-509, 510, 512, 522, 523, 
529, 536 

Chamber Symphony, op. 9, 429, 430 
Er wart ling, 434 

Five pieces for Orchestra, 427, 428 — 29, 
430, 522 

Die gJiickliche Hand, 434 
Die Jakobsleiter, 437, 438 
Moses and Aron, 437, 508 
Pierrot lunaire, 507, 508 
Three Pieces for Piano, op. 11, 507 
Scholia enchiriadis (anon, treatise), 

38-40, 49 

Scholz, Bernhard, 385 
Schopenhauer, Arthur, 378 
Schubert, Franz, 338 — 40, 358, 359, 377, 
392 

“Erlkonig,” 339 
Unfinished Symphony, 338 
Schuch, Ernst von, 415 
Schuman, William, 503 
Schumann, Robert, 341—42, 348, 357 — 63, 
381, 385, 391, 404, 419 
Symphony no. 4, 404 
Schunke, Ludwig, 358 
Schuppanzigh, Ignaz, 

332 

Schiitz, Heinrich, 184 — 86, 187 
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Scotus Erigena, Johannes, 59, 60 
Scriabin, Alexander Nikolaevich, 527 
seconda pratticay 169, 172 — 73, 174, 177, 
187, 194 

sequence: how invented, 46 — 47 
serial music, 507 —12, 514— 16. See also 
twelve-tone system 
Sessions, Roger, 453 — 58, 477, 503, 
514-18 

Seville: instrumental church music at, 
160-61 

Shakespeare, William, 36, 157, 352 
Shapero, Harold, 503 
Sharp, Cecil, 450 
Sharp, Samuel, 231 — 34 
shawms, 86, 160 

Shestakova, Ludmila Ivanovna, 395 
Shostakovich, Dmitri, 501 
singing and singers, 58 — 59, 115 — 21, 

188 — 89, 257 — 59; choristers’ foibles, 
127 — 28; the ‘‘ladies of Ferrara,” 

149 — 50; Handel’s oratorio singers, 
245. See also individual singers 
singspiely 282 
Smetana, Bedfich, 388 — 90 
Smith, Adam, 295 — 97 
Smithson, Harriet, 355 
sonata. Baroque, 206—10, 287 — 88 
sonata, Classical, 316—19, 324 
sonata da cameray da chiesa, 207 
Spann Josef von, 338 — 40 
Spohr, Louis, 345 — 46 
Spontini, Gasparo, 349 
sprezzaturay 94, 146 
Stalin, Joseph, 496 

Stasov, Vladimir Vasilievich, 390 — 91, 
391-94 396, 397 
Steele, Sir Richard, 240 — 41, 242 
Stein, Gertrude, 525 
Stockhausen, Karlheinz, 525 
Stradanus, Johannes, 136 
Strauss, Richard, 415—165 422, 428, 429, 
433, 436, 441, 451, 479 
Salomey 415—16 

Stravinsky, Igor, 436, 439 — 41 (439)y 

441 _43^ 446, 447, 448, 4495 454, 455, 
458-655 465-66, 466-675 470, 474, 
482, 499, 500, 502, 503, 506, 512-14, 
523, 526, 536 
“Berceuses du chat,” 472 
Firebirdy 439, 451 

Movements for Piano and Orchestra, 

512, 513-14 
Octet, 458 — 60 
Petrushkay 439, 475 
The Rite of Springy 438—43, 448, 475 
Striggio, Alessandro (jr.), 177-78, 180 — 84 
Striggio, Alessandro (sr.), 121 
stylus gravisy 187 
Siisato, Tyhnan, 150 
Swieten, Baron Gottfried van, 323 — 24 


symphony, 285, 293, 313, 316, 395-96. See 
also specific composers 


T 

Tailleferre, Germaine, 470 
Tallis, Thomas, 92, 93 
Tapissier, Jean, 79 
Tchaikovsky. See Chaikovsky 
teaching: Josquin’s, 100; Bach’s duties, 
247 —48; how to give singing lessons, 
258 — 59; Mozart’s frustrations, 
310-11 

Te Deum: legendary origin, 31; 

anti-Lutheran parody, 106 
tennis, dangers of, 154 
Tenorlied, 101 
Themistocles, 13 
Therapeutae, 20 — 21 
Theremin, 518 
Thompson, Randall, 503 
Thomson, Virgil, 475-76, 492, 502-506 
Thoreau, Henry David, 423, 424 
thorough bass. See basso continiio 
Thumb, General Tom, 386 
Tinctoris, Johannes, 80 — 81, 158 — 59 
toccatas, 196, 207 
Tolstoy, Leo, 496 
Tomasek, Vaclav Jan, 389 
“tone clusters,” 483, 486 — 87 
“tone poems,” 381 
Tosi, Pier Francesco, 257 — 59 
tremolo, 173 — 74 

Trent, Council of, 137, 138 — 39; legend of 
Palestrina and, 140—42 
trombone, 86, 118, 120 
tropes, 47 — 48 
troubadours. See Vaqueiras 
trouveres, 64 

Turin: a performance at the Teatro Regio, 
232 

twelve-tone system, 433 — 38, 453, 

456-57, 465, 475, 504, 506, 512-14, 
534. See also serial music 
Twining, Thomas, 293 — 95 


U 

Uffenbach, J. F. A. von, 235 — 36 
Umlauf, Michael, 332 


V 

Val6ry, Paul, 458 

Vanhall (Wanhal, Vahhal, van Hal), Johann 
Baptist (Jan Kftitel, Jan Ignatius), 303 
Van Vechten, Carl, 441 — 42 
Vaqueiras, Raimbaut de, 56 — 58 
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Varese, Edgar, 503, 518-22, 523, 526 
Vaughan Williams, Ralph, 449 — 50 
Venice, 132, 229, 273; Landini in, 75; 
Petrucci's shop, 90; Willaert in, 114; 
Vespers at St. Mark's, 139 — 40; 
Monteverdi in, 181 — 84; the 
“hospitals," 222 — 23; D. Scarlatti in, 
234 — 35; Vivaldi at the opera, at home, 
235-36 

Verdi, Giuseppe, 347, 406 — 11, 467 
Otelloy premiere of, 406—11 (407), 452 
verismo, 418 
Versailles, 197 

Vicentino, Nicola, 134 — 35, 162 — 63, 166 
Victoria, Queen, 371 — 73 
vielle, 5, 58 

Vienna, 202, 330, 338, 340, 402, 403, 426; 
Farinelli in, 227 — 28; musical 
conditions in 1800, 321 — 25; Liszt in, 
363 — 65; a Schoenberg concert at the 
Musikverein, 429 — 30, and his Society 
for Private Musical Perfonnances, 
431-32 

Viennese School, New. See New Viennese 
School 

villanelle, 130, 135 
Villani, Filippo, 72 — 75 
viol, 85, 159; Maugars's successes on the, 
196—97; a chest of viols, 208. See also 
viola da gamba 

viola da gamba: its defense against the 
violin family, 205—206. See also viol 
violin: its rise to prominence, 204 — 206; 
played by Vivaldi, 236; Geminiani's 
advice, 260 — 62; Paganini’s triumphs, 
340-45 

violoncello. See cello 
virelai, 58 
virginals, 157 

virtuosos: in the Renaissance, 158 — 60; 

Paganini, 340—45; Liszt, 363 — 65 
Vitry, Philippe de, 68, 71, 72 
Ars nova, 68 

Vivaldi, Antonio, 222, 235 — 36, 237 


W 

Wagner, Richard, 348, 374 — 80, 380 — 84 
passim, 394, 403, 409, 413, 417, 419, 
433, 444, 449, 475, 479, 481, 491, 495 
The Flying Dutchman, 374 
Die Meistersinger, 403 


Parsifal, 456, 463-65 
Rienzi, 374 

The Ring of the Nihelung, 374 
Tristan und Isolde, 375 — 77 (376), 456 
Walpole, Horace, 245 
Walther, Johann, 104—105 
Wanhal. See Vanhall 
“War of the Buffoons," 279 — 82 
Weber, Carl Maria von, 345, 348, 352, 358, 
363-64, 384, 393, 394, 404 
Konzertstuck: Liszt performs, 363 — 65 
Webern, Anton, 429 — 30, 433 — 35, 

479-80, 507, 508, 509, 510, 522, 525, 
533, 536 

Concerto for Nine Instruments, op. 24, 
511 

Six Bagatelles, op. 9, 434, 479 
Variations for Orchestra, op. 30, 479 — 80 
Weill, Kurt, 490, 491 
Weimar: Bach at, 251; the Liszt circle, 
388-90 

Wellesz, Egon, 428, 429 — 30 
Werner, Gregorius, 298 
Wert, Giaches de, 149 
Wilde, Oscar, 415 
Wilhelm 11, Kaiser, 416 
Willaert, Adrian, 114 — 15, 144, 182 
William V, Duke of Bavaria, 121 — 23 
Wittgenstein, Princess. See 
Sayn-Wittgenstein 
Wolf, Hugo, 348, 433 
Wolfl, Joseph, 325 
Wranitzky, Paul, 322 — 23 


X 

xerophthalmia. See Sharp, Samuel 


Y 

yodel. See jubilus 


Z 

Zarlino, Gioseffo, 113 — 15, 127 — 28, 
143-45, 165, 182, 187 
Zemlinsky, Alexander von, 429 
Zeno, Apostolo, 220, 230 
Zoilo, Annibale, 139 
Zwingli, Ulrich, 107 
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